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Abstract  
This Masters dissertation is an auto-ethnographic study which details and reflects upon my 
personal journey of learning to perform the solo dizi 笛子 (Chinese bamboo flute) tradition 
from various teachers and performers of the dizi tradition over the past three years, and how I 
have integrated this knowledge to contribute to my developing performance practice as a 
Western and Chinese flute specialist. By sharing my personal learning experiences living 
inside and outside of China, I show how these experiences have enriched my overall 
performance practice, and ultimately transformed it into an intercultural one.  
The performance component of the thesis illustrates the gestalt of this transformation, an 
hour-long recital showcasing solo pieces from both the Chinese and Western flute canon. The 
preparation process for learning some of the pieces for the final recital is documented in this 
dissertation component. 
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Notes on Chinese language 
All Chinese words in this study, except for place names and personal names, are italicised. 
The words are transcribed using Hanyu pinyin zimu 汉语拼音字母 (‘Han language phonetic 
alphabet’), the standard system used for transcribing Modern Standard Chinese (MSC). 
Chinese characters are provided after the italicised English pinyin each time a word is 
introduced. Further definitions are provided in the glossary at the end. Although Chinese is a 
tonal language, I have not provided tone in my transcriptions. This is because all Chinese 
dictionaries provide tonal indications for Modern Standard Chinese. I did most of the initial 
translations of oral and written sources but then consulted others to determine the final form. 
In most cases, my initial English translations greatly benefited from suggestions by several 
individuals mentioned in the Acknowledgements. 
Note that Chinese names are ordered in reverse compared to Western names, that is, the 
surname precedes the given name. In the body of this dissertation, I refer to my teachers by 
their professional names, Dr. Chai Changning, Dong Qiuming and Professor Zhan 
Yongming. However, in my ethnographic narratives I refer to them using their preferred 
nicknames or titles, for example, ‘Chai’ (Dr. Chai Changning), ‘Matthew’ (Dong Qiuming) 
and Zhan Laoshi (Professor Zhan Yongming – here, ‘Laoshi’ means ‘teacher’, and comes 
after the surname of the teacher in question). I chose to do this to highlight the contrasts 
between the different relationships I had with each teacher, as I felt that it illustrated the ways 
in which their intercultural identities manifested and interacted with my own identity in daily 
life. 
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Chapter 1: Introduction 
This dissertation offers a personal reflection upon my development of an intercultural music 
practice in our contemporary global world. My role as performance ethnographer has been 
motivated by my primary wish to learn, understand, practice and teach both flute and dizi 笛
子 (Chinese bamboo flute) at a professional level. Learning the dizi has helped me to engage 
with my Chinese heritage and understand where it fits in with the other parts of my cultural 
background. With maternal and paternal great-grandparents coming from China, 
grandparents, aunts and uncles living in different parts of Malaysia; myself being born and 
living in Singapore for eight years, and then finally moving to Australia and living here for 
the past thirteen years; my sense of intercultural identity in Australia has been shaped by a 
patchwork of different cultures. 
I have two aims:  
1. To offer a performance-centred account of intercultural musicking; that is, to provide 
details on how I learned the dizi solo repertoire and how it affected my understanding 
of Chinese music, Western music, music performance and teaching.  
2. To provide a performer-centred account of the effects of intercultural musicking on 
personal and professional identity. 
Dissertation and performance components of this thesis 
The performance component of this thesis presents an integrated result of my learning, with 
the recital accompanying this dissertation showcasing representative solo pieces from the 
Western flute and dizi canons (See Appendix C for recital program). The pieces are also 
catalogued in Appendix A, with an ID code and a time code for the reader to use as 
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references throughout the dissertation. The dizi pieces, learned and studied over the duration 
of my degree with my teachers, are analysed and referred to in the musical examples given in 
this dissertation. Here, I reflect upon my learning of dizi undertaken from 2015-2017, during 
which time I studied with three conservatory-trained dizi teachers and performers living and 
practising in Australia and China, and illustrate how this affected my music practice in 
numerous ways. 
My approach 
In order to communicate the integrated nature of my thesis, I have used the term ‘musicking’ 
(as coined by Christopher Small) in the title and throughout this dissertation to capture the 
synergistic totality of my musical practice thus far: activities including listening, playing, 
singing, practising, researching, learning, performing and teaching both Western and Chinese 
music to others. I have found this verb to be useful because it emphasises that ‘music is first 
and foremost action’, an activity in which ‘all present are involved’ (Small 1998, 9). 
The act of musicking establishes in the place where it is happening a set of 
relationships, and it is in these relationships that the meaning of the act lies. They are 
to be found not only between those organised sounds which are conventionally 
thought of as being the stuff of musical meaning but also between the people who are 
taking part, in whatever capacity, in the performance; and they model, or stand as 
metaphor for, ideal relationships as the participants in the performance imagine them 
to be: relationships between person and person, between individual and society, 
between humanity and the natural world and even perhaps the supernatural world. 
(Small 1998, 13) 
Small highlights the construction of self-identity as an active process during human musical 
interaction. To emphasise this ‘active process’, I have endeavoured to describe some of my 
day-to-day decisions, activities and interactions with my teachers and friends – the 
relationships which have created the ‘meaning’ of the act of musicking in my world. 
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I have chosen to use the term ‘intercultural’ in this dissertation to describe the ways in which 
I perceived learning in new and different ways when studying Chinese music from my 
Western music perspective. I have used this instead of Mantle Hood’s original and perhaps 
outdated term, ‘bimusical’ (Hood 1960), because I feel that the latter describes each culture 
as being fixed and separate, whereas I want to recognise and emphasise the hybridisation of 
many cultures in our global society. Similar terms, such as cross-cultural, extracultural, 
intracultural, metacultural, multicultural and transnational could also be used in this sense, as 
these terms similarly evoke to me the ‘possibility of interaction across a multiplicity of 
cultural positionings’ (Knowles 2010, 4). I do, however, relate to Cottrell’s updated 
definition of bimusicality, as he describes how a bimusical self-conception arises as a natural 
response to the changing environment and to the needs of the professional musician to make 
a living in increasingly multi-cultural societies: 
Bimusicality is neither a research technique nor a metaphor, it is a component of self-
conception, a way of both acquainting and aligning oneself with a combination of 
different performance aesthetics in order that an individual musician may discharge 
any one of them competently when called upon to do so. (Cottrell 2007, 102) 
Ien Ang, in her book ‘On not speaking Chinese’ further emphasises the complexities of self-
conception in contemporary society, describing the entanglement of multiple identities. She 
describes her identity as being ‘uncontainable, in any meaningful sense, by the category 
“Chinese”’ (Ang 2001, 51). She contends that 
If I am inescapably Chinese by descent, I am only sometimes Chinese by consent. 
When and how is a matter of politics. (Ang 2001, 51) 
I relate to her reflection on her challenging relationship with her ‘Chinese’ identification, 
agreeing that we have agency in participating ‘as citizens of the world, in the ongoing 
political construction of world futures’ (Ang 2001, 51). 
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Several studies have shown how the use of music in daily life affects an individual’s sense of 
identity more generally. DeNora’s extensive study, which looks at the use of music by British 
women, highlights music’s transformative powers in helping people to overcome the 
demands of modern societies. She argues that 
It is a resource for modulating and structuring the parameters of aesthetic agency – 
feeling, motivation, desire, comportment, action style, energy. By this, what 
respondents often mean is that its specific properties – its rhythms, gestures, 
harmonies, styles and so on – are used as referents or representations of where they 
wish to go, emotionally, physically and so on. Respondents make, in other words, 
articulations between musical works, styles and materials on the one hand and modes 
of agency on the other, such that music is used, prospectively, to sketch aspired and 
partially imagined or felt states. (DeNora 2000, 53) 
In order to talk about my changing self-conception as I experienced varying types of dizi 
performing and learning, at the end of Chapters 3 and 4 I provide a section titled ‘Shifting 
cultural and musical identity’ to show how each experience affected me. Kisliuk’s auto-
ethnographic study further emphasises how both the researcher as well as the people involved 
in the study are affected by intercultural experience. 
My ethnography came to serve as memorial to those who had passed away since it 
was written, and the quality of my effort to capture the life they lived and shared with 
me was all the more important to me. Coming to ‘share the same narratives’ also 
means that we have come to affect other people’s lives, and that we ourselves have 
been fundamentally affected, often in ways we cannot control. Field experiences 
become worth writing about and reading as a result of full participation in the life of 
research. (Kisliuk 2008, 204) 
Like Kisliuk, in this dissertation, I hope that I can fully capture the effect of the ‘shared 
narratives’ I have encountered and experienced in the field. 
Method 
My primary methodology is performance ethnography, modelled from performance 
ethnographers Tim Rice (Rice 2003, 2004), John Baily (Baily 2001), Michelle Kisliuk 
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(Kisliuk 2008), Deborah Wong (Wong 2008) and Sun Zhuo (Sun 2015). This research 
continues and develops my 2015 Honours study ‘Embellishing the past: The living tradition 
of the dizi from a Western flute perspective’. My fifteen years of study of the Western flute 
have also formed an important background for my research and for the auto-ethnographic 
components of my paper. 
I studied dizi under three different teachers since 2015 (See Figure 1, below). My primary 
teacher was Dr. Chai Changning 柴长宁, with whom I had fortnightly lessons from March 
2015 to May 2016 at the Sydney Conservatorium of Music. My secondary teacher Dong 
Qiuming 董秋明 lives in Melbourne, where I stayed for up to a week at a time at his home, 
four times in total over the course of two years, from 2015 to 2017. My third teacher, 
Professor Zhan Yongming 詹永明 was a friend of Dr. Chai Changning and a former 
classmate of Dong Qiuming. I first met Professor Zhan Yongming through attending his dizi 
summer school from 12-15 July 2015. In October 2015, I attended the Sydney 
Conservatorium of Music ‘Dialogues on Australia-China Music Research and Education’ 
workshop, which strengthened my awareness of the differences in institutional settings 
between Australia and China and the way they are experienced. I then studied under 
Professor Zhan Yongming’s tutelage at the Shanghai Conservatory when I went there for 
exchange from 24 October 2016-13 January 2017. 
Learning with three different teachers is an unusual circumstance for a dizi student, who 
would usually only have one teacher. This came about because of my particular 
circumstances, and it suited my needs as a performance-researcher. Practical limitations, such 
as living far away from my teachers’ studios, and their own busy work schedules, meant that 
it was not always possible to have weekly lessons in one location (in contrast to having 
weekly Western flute lessons at the Sydney Conservatorium as part of a course degree). At 
 6 
times, it was only possible to learn in intensive bursts during the year, for example when I 
stayed at Dong Qiuming’s house in Melbourne or went on exchange to the Shanghai 
Conservatory, and at other times there were periods where I did not have dizi lessons at all 
for a period of time whilst focusing on learning Western flute repertoire for performances. 
From my perspective, it was advantageous to learn from three different teachers because I 
gained a more varied set of primary sources on interpretations of the solo repertoire. Since 
2015, all my lessons have been video recorded using a Zoom Q4. I also kept separate 
notebooks for my field notes, personal practice discoveries and teaching, from which I have 
drawn some excerpts for this dissertation. 
  
Figure 1: My three dizi teachers (left to right): Dr. Chai Changning,1 Professor Zhan Yongming, Dong 
Qiuming and myself 
In the presentation of data for this dissertation, I have been particularly influenced by 
Timothy Rice’s study of the Bulgarian bagpipes, especially his discussion of the process he 
went through in understanding how to play ornamentation (Rice 2004). I found a similar shift 
in physicality when learning a new musical instrument which affected my whole self, not 
                                                
1 Photo used with permission from Dr. Chai Changning, available from 
http://www.woodwind-group.com.au/eventdetails.php?eventid=92 
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only the physical self but also psychological aspects such as identity and emotion. Wanting to 
demonstrate the holistic effect of music learning on the self, I have chosen to model Deborah 
Wong’s multi-layered writing style in which she alternates between segments of her own 
auto-ethnographic writing and the analytical, self-critiquing ethnographic voice. In her study, 
she describes watching and performing ‘Taiko jam’ as an American-Asian woman, and the 
ways in which this affected her sense of identity in numerous and profound ways. 
My purpose is twofold, as it is for any performative ethnography: I want to try to 
convey the vibrancy and the critical effects of taiko in all its particularities, and to 
reflect on my own process of telling, testimony, and cultural critique. These two 
things are inextricably linked in performative ethnography. I can’t tell you about taiko 
in Southern California without telling you about how and why I’m telling you about 
it, and I can’t reflect on ethnography without doing it. (Wong 2008, 78) 
Inspired by Wong’s writing style, I integrate extracts of my own auto-ethnographic writing to 
‘attend to subjectivities engaged and probably transformed through performance’ (Wong 
2008, 78). Such interpolations are demarcated through the usage of italicised passages 
throughout the paper. In these sections, I use a less formal academic tone, drawing from my 
original field notes. Like Wong, in my writing I have attempted to convey the ‘vibrancy and 
critical effects’ of learning dizi, by reflecting upon my own learning processes and self-
knowledge arising from intercultural music study. 
Overview of chapters 
Chapter 1 has introduced my aims, methodology and situated my work within the existing 
performance ethnography literature. Chapter 2 provides a background to the solo dizi canon 
and Chinese music notation, and introduces my dizi teachers. Chapter 3 focuses on my first 
two years of learning dizi, in Sydney and Melbourne, Australia, and my experience learning 
at a dizi camp in Hangzhou, China. Chapter 4 analyses my experience at the Shanghai 
Conservatory where I undertook further study under the tutelage of Professor Zhan 
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Yongming during a three-month exchange from October 2016-January 2017. Chapter 5 
synthesises the impact of intercultural music study on my performance and teaching practice, 
including the ongoing challenges and benefits I experience as a performer and researcher. 
Chapter 6 concludes the dissertation with reflections on my recital, reflection on the research 
process and suggestions for future research. 
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Chapter 2: Background 
Physical characteristics of dizi 
The dizi 笛子 is the main type and most popular of the transverse flutes in Chinese music. It 
is made of a single pipe of bamboo with ten holes including the blowhole, six finger holes, 
and one hole which is covered by a thin reed (dimo 笛膜), giving it its distinctive and 
penetrative ‘reedy’ sound (see Figure 2). 
 
Figure 2: Author’s collection (top to bottom): Western flute; qudi in C, D, E; bangdi in F, G, A 
Due to its symmetry, the instrument can be held in either direction, to suit right- and left-
handed players. Historically, dizi have existed in a variety of different sizes and tuning 
temperaments, but these were standardised with the development of the National Music, 
guoyue 国乐 in the first half of the twentieth century (Liang 1985, 27). Today, different 
instruments exist for playing in each key. The short and penetrative bangdi 梆笛 is used in 
Northern styles, generally in the keys of A, G and F, while the longer, more mellow qudi 梆笛 
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is used for Southern styles, and comes in the keys of E, D, C and B-flat (see Figure 2 above). 
Aside from the recent standardisation of tuning systems, the instrument has remained largely 
unchanged, without the influence of any technological advancement for over 2,000 years 
(Liang 1985, 27). 
The solo dizi repertory 
The existing English-language literature on dizi has primarily been the work of two main 
authors, Alan Thrasher and Frederick Lau. Whereas Thrasher examined various regional 
ensemble traditions before the advent of the solo dizi tradition, Lau focused on the 
subsequent development of the solo tradition from 1949. He demonstrated how the ‘invented 
tradition’ came to be represented as an ‘emblematic cultural symbol’ for the ‘common 
people’ because it represented traditional forms and styles (Lau 1996, 115). My perspective, 
written two decades after most of Lau’s papers (Lau 1995, 1996, 2001), illuminates the 
hybridisation of teaching styles in our current globalised world by describing how I learned 
the dizi repertoire in Sydney, Australia over the course of instrumental lessons taking place in 
2015-2017, as well as through a three-month exchange at the Shanghai Conservatory from 
October 2016 to January 2017. The most recent attempt at an in-depth study on the dizi is a 
Doctoral of Musical Arts dissertation written by one of the participants in my study, Dr. Chai 
Changning (Chai 2013). He is the first cultural insider from mainland China to systematically 
explain concepts in English relating to dizi method and pedagogy such as breath, posture, 
style and extended technique, as well as outlining Northern and Southern styles of dizi 
playing. There is also a significant body of literature in Chinese which I have not been able to 
refer to in this thesis, due to my language difficulties reading Chinese. While Dr. Chai 
Changning’s thesis presents the first English language analysis of the dizi repertoire between 
1949-1989, I offer a distillation of similar information through a Western flute perspective. 
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Unlike other Chinese scholar-class instruments (such as the guqin 古琴 seven-stringed zither 
and pipa 琵琶 four-stringed lute), which have an older pre-existing canon of solo music, 
historically the dizi was predominantly an ensemble instrument existing in various regional 
music traditions until the development of its solo repertory from 1949 onwards (Lau 2008, 
42). Before 1949, and still to some extent today, different types of dizi were present as an 
ensemble instrument in a variety of performance contexts in regional ensemble genres and 
operatic styles, as well as Daoist, Confucian and Buddhist religious ceremonies and rituals 
(Jones 1995, Lau 1996, Szczepanski 2012, Chai 2013). In most of these regional dizi 
practices, notation was either not used at all, or used as a basic memory aid, as dizi players 
frequently memorised their music, because music was learned through aural transmission 
(Thrasher 1978). 
Recent decades have seen the crystallisation of the solo dizi genre with distinct performance 
practices and its own repertoire (Lau 2001, 184). The development of regional genres into a 
solo repertoire occurred as part of the process of cultural homogenisation and unification as 
guoyue was established and developed. The upheavals in Chinese society in the 1920s 
included the decline of support for regional traditions, a disregard for the traditional system 
of education, and the emergence of the first generation of conservatory trained professionals. 
Solo dizi music in the early People’s Republic of China during the 1950s was disseminated at 
an unprecedented rate. Lau writes that 
Under the close supervision of the government and the establishment of government-
sponsored music conservatories throughout the nation, this dizi music, along with that 
for many other traditional instruments, has been systematically developed to serve the 
ideological needs of the communist regime in representing the common folk. (Lau 
2008, 42) 
This process involved standardising ancient music treatises, manuscript notations, 
translations of old notations and transcriptions from recorded performances. Lau’s study 
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describes how older dizi tunes prior to 1949 were short and simple, consisting of only a few 
phrases, as opposed to the more elaborate melodic lines and complex structures found in most 
recent solo compositions (Lau 1996, 125). Older tunes tended to be drawn from operatic and 
entertainment genres, unlike the solo repertory which drew from a fusion of local musical 
styles or newly composed melodies (Lau 1996, 125). The transcriptions and the new 
ensemble performances that resulted allowed dizi to be adapted to the concert stage, 
subsequently increasing performance contexts for dizi worldwide. Today, dizi repertoire is 
generally divided three stylistic periods: 1949-1960, 1960-1978, and 1978 to the present; and 
there are two main schools of technique: Northern (bei 北) and Southern (nan 南) styles (Lau 
1995, 141-142). 
Cipher notation 
Cipher notation (known as jianpu 简谱), used in China since the 1920s, is a modern type of 
pitched notation with rhythmic indications and scale-degree indications, borrowed from 
Western conventions. It replaced the old style of notation, known as gongchepu 工尺谱. I 
discuss this form of notation because it is used in the solo repertory I learned; in later 
chapters, musical examples are given in cipher notation, and I transcribe the information to 
the equivalent Western notation, using common and invented symbols. 
Although the two forms of notation appear very different at first glance, there are only two 
essential differences between cipher and Western notation; firstly, in cipher notation, musical 
pitches are replaced by scale degrees, represented by numbers, although sharp and flat 
symbols are still used; in addition, octave displacements are indicated by dots above (up one 
octave) or below (down one octave) the notes. Secondly, there are a number of symbols not 
found in Western music representing common ornaments in Chinese music. When I 
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transcribe musical examples in later chapters, I will explain these Chinese ornaments and the 
ways in which I chose to transcribe them using Western notation. 
In cipher notation, crotchets are written as single numbers, while longer notes are written as 
single numbers followed by dashes indicating how long they are to be held for. Lines below 
the numbers correspond to the number of tails or beams that would be present on an 
equivalent note in Western notation. Other Western conventions, such as dynamics, slurs, 
articulation markings and ties, are also used (see, for example, Figures 3 and 4). 
 
Figure 3: Example of cipher notation. Taken from Dr. Chai Changning’s collection, used with 
permission 
 
Figure 4: Music from Figure 3 transcribed into Western notation 
Indication for which key of dizi to use, and which fingering is the fixed do (explained below), 
as well as indications for general tempo markings (Chinese equivalents for allegro and 
ritardando) and metronome markings, are given in the top left hand corner of the music 
score. A brief written description of any featured techniques or extended techniques, or a 
short summary of a programmatic idea may also be provided, similar to a preface to a 
Western music score. 
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The indication for which dizi to use and where the tonic is located is given at the beginning of 
each piece, or at the beginning of a new key area in the middle of a piece. In Figure 5, ‘1=C’ 
means that the scale degree ‘1’ should sound the note ‘C’. 
 
Figure 5: Example of key indication for dizi: ‘G diao, tong yin zuo 2’ (‘Key of G, sound of the 
cylinder is 2’) 
The bracketed portion (excerpted in Figure 5) indicates the following: firstly, which key of 
dizi to use (G), and secondly, the fingering in relation to the key; if all the finger holes are 
covered, the low ‘2’ (low ‘D’) will sound. Using this information, the fingering for all the 
other scale degrees can be determined. 
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Chapter 3: First steps 
This chapter describes and analyses my experience studying dizi in Sydney, Melbourne and 
Hangzhou from 2015-2016. Through describing my lessons with Dr. Chai Changning, I 
illustrate how he taught me representative pieces from the Northern and Southern dizi styles, 
which introduced me to many of the fundamental stylistic characteristics of dizi playing. I 
then illustrate how further lessons with Dong Qiuming in Melbourne built upon and enriched 
this stylistic knowledge, especially deepening my understanding of the improvisational aspect 
of dizi music. In a third ethnographic interlude, I describe my first experiences playing dizi in 
China at a summer dizi school in Hangzhou from 12-15 July 2015. I finish the chapter by 
summarising how learning and beginning to perform Chinese music began to shift my sense 
of cultural and musical identity in Australia. 
Lessons with Dr. Chai Changning 
I received fortnightly one-on-one private lessons with Dr. Chai Changning during my first 
year of studying dizi at the Sydney Conservatorium of Music, from March 2015. The first 
few lessons focused primarily on learning the fundamental techniques of dizi playing: 
fingerings, pentatonic scales in various inversions and sequences, how to put on the dimo 
(reed) and refine the embouchure to produce the ideal sound quality. The fundamentals were 
then put into context with the first few simple folk tunes I learned, as Dr. Chai began to show 
me the various ornaments that were commonly improvised over different traditional 
melodies. These ornaments were at first learned through oral transmission and memorisation, 
before I had the confidence to be able to improvise them in a stylistically appropriate manner. 
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Sun Zhuo (2015) writes about how oral transmission and memorisation in traditional Chinese 
ensemble music contexts has always been a fundamental feature of amateur music-making in 
China: 
In traditional Chinese ensemble music contexts, music is primarily transmitted orally. 
Although there are scores which notate the skeletal melody, they are rarely directly 
used by ensemble members in their music-making. Amateur musicians normally do 
not have explicit ideas of performance or practice. Regular get-togethers are the main 
activity of music-making, reinforcing the ethos of being together harmoniously. (Sun 
2015, 144) 
This ethos of ‘being together harmoniously’ described by Sun and affirmed by Dr. Chai was 
very different from my experience of learning Western music as a child, where my musical 
experiences were restricted to one-on-one flute lessons, private practice and band rehearsals 
(where the focus was more on playing the music correctly rather than on taking part in a 
socio-musical activity). When I first started learning dizi from Dr. Chai in March 2015, I 
learned some traditional pieces before learning pieces from the solo repertoire. These 
traditional pieces were ‘Ga Da Mei Lin’ 嘎达梅林 (based on the Mongolian folk tune ‘Gada 
meiren’), on D qudi, and ‘Feng Yang Hua Gu’ 凤阳花鼓 (‘Flower Drum of Feng Yang’), 
from Anhui Province in China on G bangdi. The separation of bangdi and qudi as generally 
being associated with Northern and Southern styles respectively became apparent to me as 
we began to learn more traditional melodies, and as I started learning my first pieces from the 
solo dizi repertoire. Traditional melodies were about 12-16 bars long, usually did not include 
ornamentation and were taught with or without notation. The solo dizi pieces we learned were 
longer, and elaborated variations of one or more traditional melodies, and usually included 
some or most ornamentation written in. 
The first solo dizi piece I learned was ‘Xi Xiang Feng’ 喜相逢 – Happy Reunion [M8], written 
in the 1970s by one of the Grand Masters of the Northern style, the dizi performer Feng 
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Zicun 冯子存. ‘Xi Xiang Feng’ was based on an interlude for the North-Eastern opera 
tradition in Zhangjiakou, a city in China’s North-eastern Hebei province. It is an extremely 
extroverted and flamboyant showpiece for dizi, characterised by many quick grace notes 
spanning large intervals, frequent use of flutter-tongue, and fast double tonguing passages. 
 
Figure 6: Cipher notation of ‘Xi Xiang Feng’, bars 1-5. Taken from Dr. Chai Changning’s collection, 
used with permission 
 
Figure 7: My transcription of ‘Xi Xiang Feng’, bars 1-5 
The overall structure of the piece consists of an introduction, theme and variations, and coda, 
which follows the typical structure of solo dizi pieces written at this time. The introduction 
and coda of ‘Xi Xiang Feng’, forming the bookends of the piece, are half-speed, with heavily 
ornamented cadences. In bar 3, I noticed that Dr. Chai’s flutter-tongued glissandi (li yin 历
音) created a drawn-out, ‘teasing’ effect, in addition to the suggested grace notes (zeng yin 赠
音) in the score. There were also grace notes at the ends of notes as well as the beginning – 
zeng yin translates roughly as ‘gift’ notes, common in the local Northern opera tradition. Dr. 
Chai liked to strongly evoke the musical characteristics of this Northern er’rentai opera 二人
台 through the cadenza-like ‘welcome’ and final peroration in his performance; from the 
moment he raised the dizi to his lips, he was poised in a confident and upright stance, head 
tilted upwards, and his first piercing note, a high ‘C’, is abruptly ‘thrown’ onto the minor 
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sixth below, ‘E’, and flows into the dramatic free-time cadenza, as seen in Figures 6 and 7 
above. According to Dr. Chai, many of these articulatory glissandi followed a similar vocal 
contour to an er’rentai sung melody, and these are extremely expressive moments for the 
performer. 
v 
April 20, 2015. Continued lesson on ‘Xi Xiang Feng’ (Happy Reunion), my first Northern-
style solo piece. 
Nearly every lesson, Chai [Dr. Chai Changning] has given me a brief history lecture on 
Northern and Southern China and how the people, diet, and entire culture differs across 
China. He is from Beijing, north China, where, he says, people eat meat, suffer from colder 
winters, and are strong, confident and outspoken with their accent, tones, and their musical 
culture, because of the influence of Mongols and various militaristic musical traditions. Chai 
is convinced I come from Southern China, because my family eats rice, speaks Cantonese, my 
skin tone is darker than most Northerners, and he perceives me to be soft-spoken and 
unconfident. It is my third lesson on ‘Xi Xiang Feng’, and I have spent over a month learning 
it, so it felt comfortable and familiar to play the piece. However, as always, right after I 
played him what I had prepared, he proceeded to demonstrate the entire piece to me, taking 
on an extroverted stance, head tilted upwards and out, his sound consequently piercing and 
projecting – I sometimes worry that people outside our room will come and complain (we are 
not in the soundproof studios in the woodwind corridor after all; since Chai only has a 
casual staff card, we were put in a classroom downstairs so we have set up between rows of 
tables and chairs!). 
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In ‘Xi Xiang Feng’, the first grace note is ‘hit’, not gently trilled; it’s almost slapped. The 
‘free-time’ in the opening has extremely exaggerated articulation, and Chai even uses a 
harsh tongue-stopped note to emphasise the cadence. He is also adding many extra turns at 
will, most placed at repeats, to vary the repetition of the melody. His performance takes many 
liberties with the score compared to my reading of the notation. These details are lacking in 
my playing, and I understand why he has told me that I give ‘too literal a performance’. I 
realise I will have to listen to the video I made tonight to take note of these details. I must 
remember that I can play much louder on dizi than ever imaginable on the flute, the dizi can 
take much faster air pressure and it handles it much better than the piccolo! My right ear is 
beginning to ache; I want to buy some ear plugs for next time. 
v 
Through Dr. Chai’s storytelling and his informed cultural critique of different regions of 
China, linking linguistics to musical ‘accents’ and styles, his lessons shaped my early 
conceptualisation of Northern and Southern China – geographically, culturally and musically. 
This was the first time I had encountered such ideas, and I began to understand perceptions of 
Chinese Northerners and Southerners and their stereotypical behaviours, subcultures and 
musical styles. I write above about the criticism I received from him for following the 
notation too exactly in ‘Xi Xiang Feng’, the first Northern-style solo piece I learned. By 
describing my playing as ‘too literal a performance’, he helped me to realise that Chinese 
musical style was not accurately captured in the notation (it did not capture the exact timing 
and execution of the music, and he often changed the location of ornamentation). Since I had 
not listened to much Chinese music in my childhood, the main ways in which I could develop 
an understanding of the musical style were through observing him play during my lessons, 
through imitating him play, or through watching the video recordings I made of him. These 
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experiences reminded me of when I first learned to ornament the melody in baroque music, 
for example when playing Bach and Mozart as a young flautist, through copying my 
teacher’s (or the editor’s) added trills and improvisations, I also learned to differentiate 
between baroque- and classical-style ornamentation. However, from my observations of Dr. 
Chai’s performances in my lessons, learning to ornament on dizi was much more elaborate, 
with the ability to improvise more heavily emphasised. Though dizi and flute share very 
similar ornamentation, I learned many techniques that differed from the standard Western 
flute practice, characteristic of the Northern and Southern dizi styles. 
Through storytelling and learning different pieces associated with the Northern and Southern 
styles, I learned how each embodied different musical characters, tonal qualities and 
techniques, which implied the ornaments that would be appropriate for adding as 
improvisations. In conclusion, I learned that improvisation in Chinese music involved 
performers’ decisions to ornament the base melody in a stylistically appropriate way at 
various points in the music, in order to add interest at particular moments such as a cadence, 
or during a repeat of a melody, so that the listener is taken on an interesting musical journey – 
especially if a melody was well-known to listeners. 
Dr. Chai’s lessons with me also regularly challenged my idea of why I perform music; I 
specifically remember one lesson in which, after seeing that I tended to appear hidden behind 
the music stand and was scared to play from memory, he asked me ‘If you don’t want to be 
seen, then why perform?’. After some lessons, I came to realise that I was suffering from 
some sort of fear complex of being afraid to improvise something, lest it become an 
embarrassing mistake that would be laughed at by all Chinese people. I knew I also had a 
similarly fearful response if I was asked to improvise in a ‘classical’ context. However, Dr. 
Chai’s lessons repeatedly emphasised that improvisation was part of the process; and was 
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learned through repeated experimentation. I came to look forward to our lessons as a safe 
space to experiment with the Chinese ornaments, and slowly built up my confidence with 
each repeated performance in lessons, with guidance from Dr. Chai. 
Dr. Chai embodied a larger-than-life character to me in our lessons, and his passion and love 
for his homeland and its people were clearly interlinked with his performance practice. I was 
in awe of the potency of his emotional inspiration to perform, to write music, to play and to 
teach; the sense of yearning which he shared in his playing was infectious. Learning from 
him these ‘homeland songs’, as he referred to them, strengthened my feeling of identification 
with the Chinese aspect of the music, and I began to also relate the music as belonging to part 
of my homeland. Learning dizi with Dr. Chai seemed to have a personal and emotional 
dimension which drove my curiosity to expand my perspective on music outside of the 
‘classical’ world. Perhaps this was because of his tangible passion for the music and his 
culture. I felt empathy for him as person separated from his homeland, which resonated with 
my personal history. 
Lessons with Dong Qiuming 
My first lessons with Dong Qiuming in Melbourne helped to deepen my understanding of the 
different Chinese musical styles, and furthermore, encouraged me to think about how dizi and 
flute musicking intersected. At his home, I was treated to lessons which extended over a few 
hours and longer discussions which continued after our lesson time and blended into meal 
time and free time, since his family let me stay at their house for the duration of my lessons.2 
v 
                                                
2 I am friends with Dong Qiuming’s son, James Dong, a violinist at the Sydney Conservatorium of Music one 
year my senior. 
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April 11, 2015 
James and I flew to Melbourne yesterday, catching the bus from the airport to his home in 
Doncaster which was an hour’s bus ride from Melbourne CBD. His father, Matthew [Dong 
Qiuming] is incredibly musical and he had me in stitches by the end of the night, his playing 
and musical observations both of Chinese and classical music are acute and delightful. 
James’ mother, Linda, reminds me of my parents because she, like them, is Malaysian-
Chinese and her accent is familiar. Their house is full of photos, bamboo plants, Chinese 
ornaments and decorations, just as James warned me. I feel happy and at home here already. 
Last night when we arrived, Matthew immediately asked James to perform some pieces he 
had been working on for a competition coming up. He appeared very excited to see his son 
play again. He asked me to play afterwards, right after meeting me the hour before… I 
performed Frank Martin’s ballade for him on flute. He praised my abilities and showed me 
his classical flute books and his flute and dizi collection, pulling dizi out from behind closets, 
underneath the couch, on top of the piano, chuckling to himself… ‘I have dizi made of stone, 
wood, glass, everything!’… Then gave us a mini performance as well! We ate a home-cooked 
dinner of Malaysian-Chinese food followed by chocolate smoothies made by James’ sister – 
she had just arrived home too from a student exchange in Indonesia and shared with us her 
adventures in learning Indonesian, it was a full family reunion, with me as their guest! 
Matthew’s English is very good compared to Dr Chai’s, and I am excited about what will 
come in our lessons this week. 
v 
Dong Qiuming’s [Matthew’s] family background was similar to my own, because of his 
mother’s Malaysian-Chinese background. The many similarities between our family homes, 
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which contained plural cultural features were a source of familiarity and comfort to me (for 
example, the accent and occasional bursts of Cantonese, or in their case, Mandarin, and 
home-cooked family dinners). Dong Qiuming was encouraging and nurturing as a teacher to 
me, given he had only a little spare time for himself in the evening, as he worked full time 
during the week. I was grateful for his time and enthusiasm in teaching me. 
It was beneficial to have him working with me on the same pieces as Dr. Chai Changning, to 
hear how his versions of them differed from Dr. Chai Changning’s versions. This helped me 
to reinforce the boundaries of each style, and observe the differences in improvisational 
tendencies between my two teachers. Although both teachers taught both styles, Dong 
Qiuming’s training in Shanghai meant that his expertise was Southern style, in contrast to Dr. 
Chai Changning’s enthusiasm for teaching me Northern-style pieces. 
Because I stayed with Dong Qiuming and his family at his house, our lessons were much 
more informal and intersected with his daily life. As in Dr. Chai Changning’s lesson format, 
we started the lesson with my performance of a piece, following which he would go through 
and re-play each phrase in detail. The piece described in the above extract was ‘Gu Su Xing’ 
姑苏行 [M9], written by Jiang Xianwei 江先渭 in 1962, reflecting the composer’s 
contemplations on his ‘Journey to Suzhou’. This piece is written for qudi in C, which has a 
much lower tessitura than the Northern bangdi. The opening is cadenza-like (see Figures 8 
and 9 below). The expressive marking written above, ziyoude 自由地, means ‘freely’. Both my 
teachers, Dr. Chai Changning and Dong Qiuming liked to add air trills over the sustained 
note in bars 3 and 4 by waving my fingers over the holes but not covering them; these are not 
written in the score but freely improvised. 
 24 
 
Figure 8: Cipher notation of ‘Gu Su Xing’, bars 1-9. Taken from Dr. Chai Changning’s collection, 
used with permission 
 
Figure 9: My transcription of ‘Gu Su Xing’, bars 1-9 
The slow tempo, gradual build ups and gentle air-trills in this largely slurred melody with 
little articulation, elements characteristic of the Southern style, all contribute to painting the 
programmatic element of the piece, the elegant city-scape of Suzhou. Note also that there are 
two types of mordants, the traditional mordant (written as  in both Chinese music and in 
Western music) and die yin 叠音(which I have transcribed in Western notation using a wave 
symbol ) which is like a mordant but executed faster. Da yin打音, symbolised by  is the 
reverse of a mordant, playing the principal note, a note below it, then returning to the 
principal note. 
v 
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May 2016. Lesson notes, continued work on ‘Gu Su Xing’ 
Matthew had to teach two students this morning on the classical flute so I had a chance to 
warm up next door to his studio in his living room. 
In the mid-morning we began the lesson where we left off last year; I played him Gu Su Xing. 
Although I had performed it recently in solo performances for the newly established Chinese 
Music Ensemble at the Sydney Conservatorium of Music, I felt as if I was only just beginning 
to grasp the piece as a whole. He said my technique was all going well, but that he’d like to 
point out some stylistic details that his ear could immediately pick up… First of all, we 
started going over die yin and da yin and practised a little exercise I could do to train each 
finger. I have to keep the air blowing while hitting my finger over the hole so that the sound 
can be even. Secondly, we combined the exercises to do an undulating die yin and da yin 
exercise, which sounded rather like a snake-charmer because of the swell of the natural 
exhale, which was also played on every note. Thirdly, we did pentatonic arpeggios up and 
down the range of the flute to get my fingers comfortable and covering the holes. After the 
exercises, I was more than ready to go back to the practice room (!) but we continued and 
looked at some of the detail in the main melody of Gu Su Xing. 
He refined my understanding of Southern style by talking about how notes are separated by 
ornamentation instead of a re-tongue. For example, die yin and da yin could delineate a long 
five beat note into separate parts, while maintaining a totally legato feel throughout it. Then 
he talked about my playing: the ornamentation was slightly getting in the way of the notes of 
the melody, which was really the most important part. He re-emphaised that the dizi doubling 
the singer in the kunqu operatic setting, and said that the melody was the most important, 
and is most beautiful when you don’t even notice the ornaments being added. So after I had 
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removed all my blistering accents on the trills the line was much improved, we moved onto 
quickening my trills on the first attack. The finger needed to be ready to trill right off the bat, 
instead of lingering like a Mozart trill as I was doing! At first it was difficult to do but after 
doing some trill exercises (which we also continued on later in the afternoon) it was starting 
to sound more ‘flavourful’ and ‘authentic’. So by the end of the hour we had pretty much 
covered the main theme of Gu Su Xing and it had involved a lot of detail pausing on every 
bar and re-assessing the trills. Once again, he didn’t really look at the music, finding it 
distracting, although he said it ‘didn’t really matter’ whether I used it because it was a 
reliable edition. He found it distracting because he had it very clearly in his head, although 
he now and then asked me where we were up to, so he could help me out with a particular 
trill and show me where it was. 
In the afternoon, we began learning the second part of the piece, and he started by telling me 
a lovely description of the softer dynamic, an ‘outside’ feeling which had a proper translation 
in Chinese. He said if I could get the image in my head it would make it much easier, and he 
motioned to the curtain outside and then asked to bring it closer, and then further away 
again, literally moving the phrase, like qi气 flow which he also mentioned. The breath, the 
phrase, the dynamics, were all one; and when he played it I could certainly sense the clarity 
and unity of his thinking through the phrasing of the melody, which was matched by the 
tension and release of his breath. I also observed in the way he used his hands to 
demonstrate phrasing that they were smooth, graceful, and like the movements of taiji quan 
– taichi. We were really shifting energy in the phrase, and it made such a difference to the 
quality of the playing; no longer notes, but a beautiful and simple melody. 
v 
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Where Dr. Chai Changning had given me courage to start improvising, Dong Qiuming helped 
me to get closer to what he believed to be ‘authentic’ style, clarifying the speed and timing 
behind typical improvised ornaments. For example, he liked to call the ornaments ‘spices’ 
that were used subtly and in combinations to emphasise the melody; the goal was not to 
overwhelm the listener; it was a much more subtle and delicate art. I found it amusing that 
Dr. Chai Changning’s description of Southerners as being ‘timid’ and ‘focused on beautiful 
musical lines’ in Dong Qiuming’s case was true; his playing was also much more delicate 
and sensitive than Dr. Chai Changning, whose quasi-improvisations were much ‘spicier’, as 
Dong Qiuming would say. Dr. Chai Changning would liberally pepper each cadenza with 
ornamentation between every single note! 
Global dizi community 
From 12-15 July 2015, I participated in a four day dizi course with fifty other Chinese dizi 
students led by Professor Zhan Yongming in Hangzhou. There, the students ranged in level 
from primary school to Conservatory level, and also included adult amateurs. Several other 
notable dizi professors were present, including Zhou Keqi 周可奇 from the Wuhan 
Conservatorium, Shi Lei 石磊 from the Sichuan Conservatory, as well as a local dizi and 
panflute (pai xiao 排箫) maker Ding Xiaoming 丁小明. We were taught in a typical 
contemporary Chinese masterclass/lecture setting in a farmhouse in Hangzhou, China. The 
range of the age group (from twelve years old to very elderly) I encountered, as well as the 
professional performers and teachers I worked with during my fieldwork, allowed me to 
contrast the varying conceptualisations of dizi style, and the various transmission processes 
involved in learning the repertoire. The following notes from my journal describe how much 
my conceptualisation of contemporary Chinese living was altered; how tradition and 
modernity, and elements of West and East, seemingly co-existed. It was my first experience 
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in a rural part of China outside the big cities of Shanghai and Beijing. My friend Jamie Lee, a 
Chinese international student who also studied Western flute with the same teacher as me in 
Sydney, offered to accompany me to the dizi camp out of curiosity, and joined me as a 
translator on the trip. 
v 
July 12, 2015. Hangzhou 
  
Jamie and I arrived at the hotel after she ordered a Chinese Uber to take us there from the 
airport. On arrival at this intermediate hotel, in between the airport and the farmhouse, they 
gave us the course T-shirt; it is a white T shirt with a QR code on the back, which people can 
scan with their mobile phones, to find out more information on the course, embroidered with 
bamboo decorations. I am glad Jamie is here to help me translate because barely anyone, 
apart from a few students, understands my English— my first attempts to communicate in 
Chinese were met with blank faces. As a team, we have now made quite a few friends, 
however; I have been given a new nickname at camp ‘Miss Ao Da Li Ya’, or ‘Miss Australia’ 
as people have seen me carrying both my dizi and my classical flute cases around. 
The dizi course is held at a converted-farmhouse hotel called Eagle Lee Ranch, a couple of 
hours’ drive by bus from the main city of Hangzhou, China. The site has recently undergone 
refurbishments, so guest facilities for all students include twin-share rooms with a balcony 
and bathroom. We eat in two different eating areas, one belonging to the old complex, made 
out of bamboo stilts, and one belonging to the new, larger warehouse section, where our 
classes were set up. Meals are prepared from the local farm produce, and include local 
dishes, together with soft drinks and rice wine. 
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The main hall is where we have dizi masterclasses from morning till evening (See Figure 10). 
Jamie translates much of the lecture content for me, but mostly I think I am following, 
because there is so much copying and imitation going on in class. Zhan Laoshi usually plays 
one phrase, and as a group we copy him back, in unison. He then looks around the hall and 
isolates certain people who are struggling, asking them to play on their own so that the whole 
class can understand some general issues pertaining to that section, such as the timing or 
speed of a particular trill. One of the students at camp I interviewed during my time here is 
blind. He has been recording the entire master class with his mobile phone. He tells me that 
he had never had a single music lesson in his life, and had always learned by listening to 
either live performances or the recordings of others. His trip to Hangzhou was long and 
challenging, and he earned money by busking on the street along the way. It was humbling to 
observe his skills, to hear of his journey, and to sit next to him and learn to play the same 
pieces together. Repeated experience playing with others by memory, without music, is 
helping me trust in my own skills. 
 
Figure 10: Author with dizi student, aged 9. Photograph by Jamie Lee. Masterclass in main hall, Eagle 
Lee Ranch, 12.07.2015 
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We have many workshops, aside from Zhan Laoshi’s. I observe a variety of hybrid musical 
sources in the contemporary dizi repertoire that they show us in the course, and note how 
they teach Western notation and chromatic notes as extended techniques. I learned to play 
panflutes in another workshop, as they encourage dizi players to branch out and explore 
different repertories of music. 
v 
From hearing the same pieces I had learned in Sydney at the dizi school in Hangzhou, I 
received a triangulation of sources reaffirming the ways I had learned to perform the 
traditional solo repertoire were stylistically and technically sound. Furthermore, I was able to 
hear more dizi music played by other students, helping me to elaborate on my understanding 
of Northern and Southern styles which contributed to my understanding of the solo repertoire 
from a local Chinese perspective. The variety of students present in the class, both in age and 
technical ability, reinforced to me that acute aural memory was one of the most important 
skills in learning dizi, poignantly so in the case of the blind student. It seemed striking to me 
that just as in large flute conventions (such as the Australian Flute festival) a ‘world’ flute 
might feature in a workshop (such as the Irish flute), the panflutes were featured in a similar 
vein in the dizi camp. My presence at the summer school seemed to be novel to the other 
students; and my uniqueness was accentuated when I was invited to perform an additional 
classical flute piece at the final camp performance, where most others performed dizi or 
panpipes. 
Shifting cultural and musical identity 
During my first two years of learning dizi, my previous ideas of performance practice and 
musicking changed in numerous ways. I adapted various elements of my flute technique to 
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learn the basic physical techniques of playing dizi, summarised in Figure 11 below, through 
simple melodies at first, then moving to the more challenging solo repertoire. Putting these 
fundamentals into practice, I learned four representative pieces of the solo canon to a 
proficient level (only two of which were discussed in this Chapter 3 analysis) with both Dr. 
Chai Changning and Dong Qiuming, performing these pieces at the Sydney Conservatorium 
of Music in both research and performance contexts.  
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Physical feature Modern flute Dizi 
Grip Thumb goes under the right side 
to press multiple thumb keys. 
Keys exist for both left and right 
pinky fingers. 
Thumb and pinky fingers used for 
supporting the weight of 
instrument from underneath. 
Air speed Varies from note to note. Varies between different dizi and 
between registers. Overall, faster 
air speed is required the smaller 
the length of the tube. 
Direction of air Air directed predominantly 
downwards across embouchure 
hole onto lip plate, jaw moves to 
accommodate upper register and 
soft playing. 
Air directed across the 
embouchure hole (no lip plate). 
Finger position All fingers placed on keys, which 
are evenly distributed on the flute 
due to the Boehm construction. 
Some fingers have two to three 
keys allocated to them for 
switching to chromatic notes or 
for trill fingerings.  
Variable depending on dizi – 
space between third and fourth 
fingers in the left hand becomes 
noticeably larger on longer tubes, 
requiring careful practice. Fifth 
finger (pinky) and thumbs not 
used in dizi playing (other than 
for supporting the instrument) so 
can rest on the tube.  
Vibrato Some vibrato within the sound, 
more prominent in loud playing. 
Used differently depending on the 
era, e.g. very little vibrato in the 
baroque era, more vibrato used 
throughout classical and romantic 
eras.  
Much more variation in intensity 
of vibrato than on Western flute. 
Slower vibrato in Southern-style 
pieces for the longer qudi, faster 
vibrato in Northern-style pieces. 
Finger pressure Finger pressure light enough to 
allow key to cover the hole; not 
pressing, otherwise the key will 
‘slap’ (undesirable). 
Finger pressure variable 
depending on style – sometimes 
hard hitting of finger hole to 
create percussive effect, 
sometimes light finger pressure 
for smoother phrasing. 
Figure 11: Table comparing physical techniques of flute and dizi 
Aside from the physical differences in technique, there were also many differences in the 
reading of notation and execution of Chinese ornaments and Western musical ornaments. 
Because of the conflict in meaning between similar symbols used, for example, a Western 
mordant, and a Chinese mordant, I could not be lazy or fall into ‘habits’ simply relying on my 
muscle memory. I had to know exactly what speed was desirable in executing each ornament, 
otherwise the speed of the trill might well end up being the same as I used in the Western 
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flute context. Throughout the year, through a heavy emphasis on aural/oral learning and 
imitation in my dizi lessons, I learned to become less reliant on ‘reading the notation’ and 
more interested in getting an intuitive feel for the context, or the emotional intent behind the 
ornament in the phrase, through observing what my teacher tended to do while he improvised 
and performed to me in our lessons. It was only after numerous repetitions, both listening and 
playing, that the style became second-nature, and I felt ready confident and ready to perform. 
Learning dizi, learning about Chinese culture and being able to express aspects of it through 
performance empowered and excited me personally and as a performing artist. Having 
lessons fulfilled my desire to know more about the culture my family came from, and helped 
me to understand and embrace aspects of ‘Chineseness’ within myself. Learning Chinese 
music also helped to strengthen my passion for musicking as a more universal and general 
concept. Because I had never had the cultural relationship to classical music that some 
professional musicians from Europe claim to have, with the music being the ‘music of their 
heritage’, it gave me an opportunity to examine what was so special about playing the music 
of one’s own culture. Intellectually, I knew there was no fundamental difference, but it 
affected me emotionally all the same. All of the stereotypes that I had previously wondered 
about, including ones about Chinese musicians being innately more technically brilliant and 
less musical than their European counterparts, were debunked but were founded on a grain of 
truth: I realised that aural learning and imitation from a young age were very important to 
Chinese people, leading some to believe that they were only able to copy without thinking. 
Later in life, these aural abilities would enable incredibly creative and musically exciting 
improvisations. The choice to make a particular sound, play a particular piece, the time spent 
learning pieces, and the interactions with other musicians, were what made me feel like I 
‘belonged’ to the music, and that the music ‘belonged’ to me. That belief was very important, 
because I had no other sense of belonging to my Chinese heritage – my family and I had 
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often lived in multiple homes, far away from our extended families. I also knew that my 
renditions of Chinese music were slightly nuanced by my Western flute background, no 
matter how closely I imitated my teachers in my lessons. For performances, they encouraged 
me to ultimately bring my own ideas and improvisations to fruition. 
  
 35 
Chapter 4: Learning dizi at the Shanghai Conservatory 
This chapter describes and analyses my experience studying dizi at the Shanghai 
Conservatory of Music under the tutelage of Professor Zhan Yongming (whom I had met at 
the dizi summer school of 2016 in Chapter 3). This exchange (from 24 October 2016-13 
January 2017) was offered as a three-month scholarship where I could undertake language 
classes as well as receive instrumental tuition and participate in other Chinese music classes. 
It was the longest time I had lived outside of home in Australia to study, not to mention the 
most extended absence from my classical flute practice. 
v 
My senses are inundated with change; the smell of smoke lingering from motorcycles, people 
around me – all the time – speaking Chinese, busy streets teeming with cars and traffic. I live 
at the International Student dormitory, which consists of an entire level at the Changshang 
hotel in the French Quarters of Shanghai. Next to Changshang hotel is a construction site. 
There are shared dining quarters for the Shanghai Conservatory international students and 
builders of the construction site, where we can order a variety of meat and vegetable dishes 
with rice. The other local student dormitories are adjacent in the next door buildings. I share 
a room with an international student my age, Bayarmaar, who speaks Mongolian (her mother 
tongue), Mandarin as her second language, and some basic English which she was also 
studying as a class. Since I am intending to dive into Mandarin classes very soon at the 
Shanghai Con, we try to speak in Mandarin, and I have pretty much used up every word that 
I remember and we laugh a lot from all the nonsense I have said accidently. I use my phone 
translation to help communicate with her. She also likes to try and speak to me in English, 
using her translation service to speak English and practice her pronunciation. It feels both 
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exciting and terrifying, knowing that I am going to live here for the next three months, 
looking the way I am (I have never blended into a crowd so perfectly), and knowing the 
contrast with actual person that I am (probably the only non-speaking Chinese looking 
person on the street). 
v 
In this chapter, I illustrate how the changes I experienced as I adapted to living, studying and 
playing music with other local and international students at the Shanghai Conservatory of 
Music contributed to various aspects of my own skill-building as a dizi player. Furthermore, I 
discuss how it indirectly affected my ideas of music learning and teaching more generally. In 
the above ethnographic description, I described some of the first interactions speaking 
Chinese with Bayarmaar, my roommate at the dormitories. Living with her over the course of 
my exchange was beneficial – daily conversations led to enriched mutual learning (my 
Chinese improved, and so did her English), and a supportive and empathetic relationship. In 
the following section, I discuss the group learning environment in Professor Zhan’s 
classroom at the Shanghai Conservatory, analyse pieces I learned, and observe the use of 
social media and technology to aid learning. Then, I recount a significant event when I 
watched my Australian dizi teacher, Dong Qiuming with three generations of Master dizi 
performers, perform at a concert in Shanghai, taking me along as I joined in the festivities as 
their international dizi student, speaking of how it affects my global perspective on the dizi 
community and the subsequent changes in my musical and cultural identity. 
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Lessons with Professor Zhan Yongming 
I attend Zhan Laoshi’s classroom every Tuesday and Thursday to watch and participate in 
dizi lessons, usually for two to four hours, until he finishes for mealtime or leaves for a 
rehearsal. I receive an hour’s instrumental lesson each week, but I am also present for other 
individual and group classes. There is a sense of our group at the Conservatory being a 
family because of the way our lessons are held, with Zhan Laoshi (our teacher) as our leader. 
Although one-on-one lessons are scheduled, it is not unusual for a few students to be present 
at the lesson, or even to be playing at the same time, especially if they are learning the same 
piece. At various moments in the lesson we often pause and a student gets up to serve tea to 
the teacher and the other students. Another common custom is for students to bring gifts of 
food to the teacher, which in many cases Zhan Laoshi would later share with the group. 
The students call each other by a family title instead of their given name in class and there is 
deep respect for the senior students, regardless of their relative age. Zhan Laoshi has advised 
the other students that I am their xiao mei (little sister). This suits me well because my basic 
Mandarin speaking skills and my relative lack of dizi experience makes me feel young and 
naïve, despite being older than most of the undergraduate students. As a result of my 
language difficulties, I feel as if I rely more on non-verbal instruction than the other students 
do. I learn primarily through imitation and through what I understand of my teacher’s verbal 
instructions. Speaking Chinese in the classroom has brought back many memories of my own 
childhood in Singapore, where I attended a kindergarten at a Chinese school for one year – I 
was often teased for responding in English instead of Chinese. 
v 
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Figure 12: Author having lesson with Professor Zhan Yongming. Shanghai Conservatory, 12.11.2016 
It took some time to settle into the ‘classroom family’ in Professor Zhan Yongming’s studio. 
Initially, I felt overwhelmed, remembering my past history struggling to speak Chinese in 
primary school. However, through repeated invitations to be included in class my feelings of 
anxiety gradually diminished. Whilst I was at the Shanghai Conservatory, Professor Zhan 
called me by my Chinese name Zhong Li, instead of Chloe, because he found it difficult to 
pronounce my English name. He liked to introduce me as his ‘Australian student’, a Western 
flute player from Sydney, born in Singapore, with grandparents and ancestry from China. In 
my first week of visiting the classroom, I was invited to sit on the chair next to his in lesson 
time, where he served tea to me before all of the other students. His actions made me feel 
more included, in spite of my difficulty communicating in Chinese. 
Professor Zhan liked to emphasise the Singaporean aspect of my identity to his other 
students. Singapore was a ‘home’ that he and I shared; he spends a significant amount of time 
every year in Singapore, where he has citizenship, raised his family, appears as a guest 
performer at the Singapore Chinese Orchestra, and teaches at the Nanyang Academy of Fine 
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Arts. Professor Zhan’s international performing career in Singapore impressed the other 
students, as it showed off his cosmopolitan and prestigious lifestyle as a performer, both 
inside and outside of China.3 His articulation of my cultural identity from his Chinese-
Singaporean perspective helped me to come to terms with, and appreciate, my own 
intercultural background, helping me to move forward from my various insecurities 
(embarrassment that I was learning beginner Mandarin despite being brought up with 
Cantonese speaking relatives), and helping me to see my own strengths as a dizi performer 
and flautist living outside of China. 
My strengths as a flautist (most notably my ability to sight read Western notation) as well as 
my well-developed intonation and aural capacities, became highlighted during the course of 
my study. My prior skills in these areas differentiated me from the other students, who in 
comparison, often had difficulty playing the chromatic scale in tune and reading complex 
rhythms in Western notation. When a particular student had recurrent issues reading Western 
notation, I was sometimes asked to get out my changdi (Western flute) and sight-read the 
melody for him or her. Professor Zhan and the other students always reacted enthusiastically 
when I did this, giving me the impression that they found my skills in this area impressive, or 
perhaps, that they were simply intrigued by the sound of the Western flute playing Chinese 
music. The same students that I helped would later teach me my dizi pieces when Professor 
Zhan went travelling. 
Professor Zhan told me that both he and the students were interested in improving their 
spoken English, and during my lessons, he would often repeat aloud any English translation 
of a Chinese musical term that I pointed out to him. Likewise, due to his enthusiasm, I was 
greatly encouraged to improve my Chinese speaking and catch up with the other students’ 
                                                
3 Each year, he would offer a select few of his dizi students to travel with him back to Singapore to give recitals 
and teach. 
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instrumental proficiency. There was a growing reciprocity in the relationship between us as 
my presence in the classroom became established, and as I improved as a player by attending 
to my dizi practice each week. Professor Zhan often told the other students watching my 
lesson, that I had skills that could contribute to the group’s knowledge; he said it was 
valuable for them to learn more about Western notation, understand classical music 
terminology and symbols, and hear the intonation of the chromatic scale accurately. 
Group learning 
Thursday afternoon: it has been a long day of lessons. I have watched a few lessons in a row 
now and as we finish our individual playing for Zhan Laoshi we collapse in the couch into 
the welcome company of the students who have finished their lesson. I am sitting in Zhan 
Laoshi’s classroom with four other students, who usually hang back around the classroom in 
this Thursday’s class. The most advanced student is standing next to Zhan Laoshi, recording 
notes on her tablet device, and attending to him if he requests aid for anything. If Zhan 
Laoshi goes to the bathroom or steps out for a mobile phone conversation, she steps in and 
teaches for him. The rest of us are relaxing and drinking tea, chatting amongst ourselves. 
There is a knock on the door and one of the younger first-year male students shuffles self-
consciously into the class with his head down, looking confused and dazed. As he enters, 
Zhan Laoshi teases him about his overgrown hair, and the other girls join in. Zhan Laoshi 
invites him to sit in the chair next to his, and pretends to get out a pair of scissors and cut his 
fringe so we can see his eyes, which is met with more laughter and joking. We are all 
laughing together now, including the student himself. He reaches out to unpack his dizi, and 
we sit back and wait to hear what he will play today. 
v 
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Developing friendly and familiar relationships with Professor Zhan’s other students occurred 
both inside and outside the classroom. If a student was extensively criticised by Professor 
Zhan in their lesson (while other students were observing the class), jokes from other students 
during tea time would significantly lighten the mood. It felt rewarding to put the instrument 
down and be welcomed into sympathetic company after finishing an exhausting performance 
of a piece. Because my Sydney flute teachers would usually let me rest if I was out of breath, 
I associated exhaustion with an inability to overcome the technical challenges of the piece. 
However, in Professor Zhan’s class, sweating and panting were received with empathetic 
enthusiasm and camaraderie, as it showed that we had played to our fullest capacity. 
Experiences like these, where I played close to the point of exhaustion, increased my sense of 
how much energy was available to me during a performance. Whether or not it was a 
conscious teaching strategy of Professor Zhan’s, it was nonetheless a constructive way to 
prepare for the exhilaration and stamina needed to perform! 
Lesson structure 
The structure of every student’s lesson followed a typical sequence, regardless of whether 
there were other students watching, or it were a private lesson. This structure is outlined in 
Figure 13 below. Recording devices, in most cases mobile phones or tablets, were significant 
learning tools for both the student taking the lesson and listening students who might have 
been playing piece of similar style. Professor Zhan’s demonstrations to us were always small 
performances in themselves; sometimes he would play the entire piece, and we would 
applaud him afterwards. 
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Start of 
lesson 
Small talk, discussion of upcoming performances 
Student performs piece with music or by memory. Recording device may be turned on 
Professor Zhan gives overall comment and points out major errors 
Professor Zhan plays either the first or some phrases of the piece for student to copy. 
Sometimes he plays a full run. A new recording may be started here 
Student copies Professor Zhan’s phrasing and embellishments. 
Professor Zhan points out any errors in copy 
Student plays another run of the piece, remembering all details 
End of 
lesson 
Professor Zhan gives feedback on any details which need further work 
Recording device turned off. Small talk, tea. Next lesson planned 
Figure 13: Lesson structure 
From my observations, the students who progressed the fastest were those with good aural 
acuity skills (in combination with satisfactory technique), because they could imitate 
Professor Zhan’s demonstrations very quickly. I observed my own aural skills improve over 
the time of my exchange as I became further accustomed to learning in this way, also noting 
the progress of many of the other students as their performance pieces improved towards 
their semester exams. 
Outside of the classroom, I was invited to join many of the group’s frequent spontaneous and 
pre-arranged social outings. These gatherings included lunches at the conservatory canteen, 
as well as dinners to celebrate various days, visitors, and concerts (See Figure 14). Time 
spent together outside of the classroom strengthened the relationships between Professor 
Zhan’s students and also presented many opportunities for talking about music – whether it 
was teasing, praising, raising questions, or singing together and remembering lesson content 
during the week. Relating to the other dizi students on a casual basis outside of class 
impacted on my research because it made me feel like I was a part of the group in a 
meaningful way – that we appreciated each other’s company beyond our formal relationship 
in the classroom. Our interactions led to further communication online on the WeChat 
application (this is elaborated on later in the chapter) and exchange of both musical and non-
musical knowledge. 
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Figure 14: New Year dinner with Professor Zhan Yongming’s studio (Dong Qiuming and Professor 
Zhan centre in the photo, author in third row). At top of photo: ‘Members of the Zhan studio at an 
enjoyable New Year’s Eve 2017’. Photo used with permission of Professor Zhan Yongming 
Repertoire, notation and interpretation 
Professor Zhan Yongming taught a range of dizi pieces, from traditional repertoire to 
contemporary works written in Western notation by modern Chinese and foreign composers. 
These included dizi concertos, dizi/piano arrangements and dizi ensemble pieces, most 
written after the 1970s, and may have been written in either cipher notation or Western 
notation. Traditional repertoire was taught in cipher notation, and adherence and obedience to 
the written notation was a significant element of the Conservatory style of teaching. We 
learned from the score Professor Zhan gave us, which was either a copy of his score, or an 
edition of a book he himself had edited or which he trusted. Because we learned from his 
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scores, there were rarely any changes to the music, in comparison to the situation with my 
Australian teachers who often made changes to my score. 
The Chinese Conservatory model of teaching music felt more formalised and systematic than 
the model used in my dizi lessons in Australia. Especially as I started to hear others learning 
the contemporary dizi repertoire, I strongly felt that these pieces seemed to hybridise many 
features of the Western flute repertoire, in the sense that the music was written on the 
Western stave, incorporated more chromaticism, and called for piano or orchestral 
accompaniment. Professor Zhan directed my learning at the Shanghai Conservatory firstly by 
addressing my general technique, hearing my traditional pieces, then moving onto more 
modern repertoire. After hearing me play traditional pieces (extracts from all the pieces I had 
learned in Sydney), he was satisfied that I had grasped the essence of Northern and Southern 
styles. He suggested I should learn several contemporary pieces, two of which I analyse 
below in order to demonstrate the different pedagogical approaches towards the hybridised 
modern works, which to different extents borrowed from the regional Northern and Southern 
traditional styles. 
‘Chun Chao’ 春潮 (Spring Tides) by Liu Xijin 刘锡津 and Huo Dianxing 霍殿兴 [M12] is 
written for qudi in C, and features elements of the traditional Southern style. Like many of 
the traditional pieces, this also follows the classic fast-slow-fast structure, and is framed by a 
cadenza at the beginning and end. Similar to ‘Gu Su Xing’, analysed in Chapter 3, the main 
themes are simple melodies with straightforward rhythms, featuring the classic Southern 
ornaments, as notated on the score. 
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Figure 15: Cipher notation of ‘Chun Chao’, bars 2-12. Taken from Professor Zhan Yongming’s 
collection, used with permission 
 
Figure 16: My transcription of ‘Chun Chao’, bars 2-12. Hitting of keys featured with ‘X’ 
 46 
The cadenzas were the most challenging aspects of the piece to learn because of the rubato in 
combination with ornamentation. Hitting the finger holes, in bar 7 of Figures 15 and 16 
above, is used to create a type of trill gradually increasing in frequency and dynamic 
intensity. This movement involved slapping the three fingers of the right hand on the edge of 
the three corresponding finger holes, like a drum. I learned the technique by physically 
imitating Professor Zhan as he performed it for me. In my transcription in Figure 15, I have 
represented each finger hit with an X symbol. 
It was easy to learn the finger ‘hits’ when he played a slowed down version of the phrase, 
instead of the robotic sound I created as I tried to read the representation of it in notation. 
Professor Zhan did not often refer to the score when teaching me phrase by phrase because 
the piece was clearly very familiar to him, though he did read off my score the first time he 
performed the whole piece for me. In Australia, when I was learning traditional Northern- or 
Southern-style pieces, I was encouraged to improvise embellishments over the melody and I 
had been allowed to omit or alter any of the embellishments on the page if it was done in a 
stylistically appropriate way; that is, ornamentations which followed the conventions of the 
traditional vocal nuances from the appropriate local opera genre. At the Shanghai 
Conservatory, improvisation was not expected of me (nor the other undergraduate student I 
observed) – only the ability to copy the teacher’s version and to follow the score. 
The second piece I learned in December 2016 was ‘Xihu Chen Xiao’ 西湖春晓 (Spring 
Morning on West Lake) by Professor Zhan Yongming [M10]. Since this was Professor 
Zhan’s own composition, he was excited to teach it to me and quickly sent me the link to the 
first orchestral premiere of it, which he had played with the Taiwan Symphony Orchestra in 
1980. The concertino-style work was written for dizi with Western orchestra, and later 
adapted into a reduced score for dizi and piano. He wrote the piece inspired by the sunrise on 
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the titular West Lake in Hangzhou where he used to live, perform and teach. This piece is 
also in the traditional Southern style, and Professor Zhan uses melodies influenced by his 
home region’s local opera style. According to one of his students, all of Professor Zhan’s 
students learn his compositions in their first or second year of undergraduate study. Professor 
Zhan workshopped the piece with me and my Australian piano accompanist (who was also 
visiting Shanghai and Hangzhou) in January 2017, as we prepared to perform his 
composition for my Masters recital (in conjunction with this dissertation). During the 
workshop, Professor Zhan insisted that we bring out the cheeky and intimate nature of the 
bird call mimicry between flute and piano in the introduction and coda, which he taught to us 
through demonstrating the execution of the bird call and the timings between the calls (refer 
to Figures 17 and 18). 
 
Figure 17: Cipher notation of ‘Xihu Chen Xiao’, bar 2. Free time, bird calls. Taken from Zhan 
Yongming’s collection, used with permission 
 
Figure 18: My transcription of ‘Xihu Chen Xiao’, bar 2. Bird calls 
As Professor Zhan had encouraged us to heighten our expressivity in describing the birdsong 
and peaceful scenery, my accompanist and I agreed to visit the site of the composition at 
Hangzhou’s West Lake by train during the next weekend, a welcome change of pace from the 
busy city of Shanghai. Joining tourists on the four-hour walk around the great lake’s shores, 
 48 
we too felt inspired by the scenery (Figure 19). It also gave us great excitement during the 
process of rehearsing the piece. 
 
Figure 19: Hangzhou’s West Lake 
Social media 
Social media, primarily WeChat 微信 (the most popular Chinese social media application), 
was employed to connect the dizi community at several levels. WeChat’s texting and voice 
messaging service allowed teachers and students to communicate while at the conservatory, 
and also outside of lesson times. Through a group chat on WeChat comprising of Professor 
Zhan and his students (present and alumni) we shared scores, recordings and concert events. 
In this chat group everyone expressed support for each other’s performances and shared 
significant musical ‘moments’ with others, including photographs and audio clips. Being a 
part of this group conversation with many other dizi performers allowed me to access a huge 
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range of resources previously unavailable to me living outside of China. I was invited into the 
group (by my teacher) only after about two months of living and working as a student at the 
Conservatory. I suspect that this was due to his increased trust in me as a student of his; he 
was noticing the improvement in my language and instrumental skills, and he wanted to help 
me stay connected and be more involved.  
When I did join the online conversation, I was informed of concerts the other dizi players 
were involved in, organised lessons with other dizi students and received music scores on the 
group chat. Through WeChat, I received invitations to Professor Zhan’s social gatherings, 
free tickets to the New Year concerts at the theatre and numerous recordings, which I could 
instantly play on my phone. Professor Zhan also used WeChat to contact his friend, an 
instrument maker working in Hangzhou, to craft a new handmade qudi in C, dizi in A, and 
xiao in G for me as a farewell gift. The instruments were inscribed with Professor Zhan’s 
name, my Chinese name and the year of our exchange, and delivered to the Shanghai 
Conservatory during the last week of my stay. Through WeChat, I was able to thank the 
maker of the instrument through providing a short voice message recorded with Professor 
Zhan in his studio, in both Chinese and English, with a photograph. 
It was moderately easy for me to follow the conversation on WeChat because of the instant 
translating service, although posting my own responses or posts took time and effort to 
formulate, and I drew on the help of other international students to help me with my grammar 
and expression. 
Global dizi community 
In the second month of my exchange, Dong Qiuming, my Australian dizi teacher arrived in 
Shanghai to catch up with his parents, who lived locally. During his visit, there were 
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numerous opportunities to touch base and discuss with him what I was learning with 
Professor Zhan: through a private dizi lesson held at his brother’s house, watching him 
perform as a guest artist in an anniversary concert for his teacher, and his visits to the 
Shanghai Conservatory – including to Professor Zhan’s studio. Seeing Dong Qiuming in 
Shanghai was a strange experience because it brought my two worlds together, as I saw him 
musicking in China for the first time. 
v 
26/12/2016 
On Saturday I was given a ticket to Matthew’s [Dong Qiuming’s] concert to attend his 
teacher’s ‘anniversary celebration’. His teacher’s name is Weng Zengkun 翁增鹍 and he is a 
celebrated second-generation master teacher, who is also the teacher of Zhan Laoshi. The 
concert took place in the ‘Dream Theatre’ of the Shanghai Yangpu District’s ‘Children’s 
Palace’ and was incredibly full; I was standing squeezed up the back but managed to take 
over a fold up chair in the aisle. I heard so many different forms of dizi performance!4 There 
were duets that sounded quasi-baroque, using Western harmonies, dizi choirs with piano 
accompaniment with a few soloists, a showpiece that seemed to be a transcription of a violin 
work, a dizi duo with choir and conductor, a xiao 萧 and yangqin 扬琴 duo, and a dizi 
concerto played by Matthew and a Chinese orchestra. It was wonderful to see my teacher 
being congratulated and receiving so much appreciation from his old teacher and the 
cheering audience. I was invited to their post-concert conference through my connection with 
                                                
4 The folk musicians who were engaged as teachers in conservatories and in state-supervised performing troupes 
were the first generation of ‘professional musicians’ in Modern China. They are regarded as ‘grand masters’, 
publicly and officially recognised for their artistic abilities regardless of their formal education. Since they 
pioneered the standard canon of performance repertoire by beginning to arrange, transcribe and compose 
melodies from folk dizi contexts, they achieved celebrity status (Lau 1995: 116). These grand masters include 
Northern Masters Feng Zicun 冯子存 and Liu Guanyue 刘管乐, and Southern masters Lu Chunling 陆春龄 and 
Zhao Songting 赵松庭. 
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Matthew. I was invited to sit in the second row of the main table where Matthew, Zhan 
Laoshi, Weng Zengkun and the grand master Lu Chunling sat with the other second and third 
generation teachers. Each person spoke into the microphone in turn, making speeches to 
congratulate and encourage the work of continuing their teacher’s dizi Master legacy. Later, 
Matthew was invited by Zhan Laoshi to listen and co-teach his class during their 
performance workshop in the mock recitals. It’s extremely strange being between my two 
teachers, especially because I never talked to Matthew in Chinese before we met in China 
and he kept accidently saying more and more in Chinese and forgetting that I can’t actually 
understand everything he’s saying... We had a private lesson last week entirely in English at 
his parents’ apartment in Shanghai and I remembered how heavenly it was to have an entire 
lesson and understand every word! He’s happy with my progress in learning with Zhan 
Laoshi in the past few months, and was mildly interested in the new pieces I learned too... He 
sight read perfectly these new pieces I learned, and I was baffled how he managed to pick 
them up so easily! His tongue-in-cheek response was, of course, that ‘they are all the same, 
especially if they are based on traditional styles… maybe with more singing melody, but they 
are still the same’. 
v 
To see my Australian-based Chinese teachers, Professor Zhan Yongming and Dong Qiuming 
onstage with their teacher Weng Zengkun and Grandmaster Lu Chunling and so many other 
dizi teacher players, teachers and students was a surreal experience (See figure 20 below). In 
the board meeting, there was a great communal sensation of continuing the ‘dizi tradition’ 
and celebrating generations of teachers and being a part of their continuing legacy, not only 
in Shanghai, but celebrated wherever teachers moved to in the world (for example, Professor 
Zhan’s teaching in Singapore, and Matthew’s teaching in Australia). 
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Figure 20: Dong Qiuming receiving flowers at Weng Zengkun’s Anniversary Celebration 
Shifting cultural and musical identity 
Compared to my solo lesson experiences studying dizi with Dr. Chai Changning and Dong 
Qiuming, the closeness of the group at the Shanghai Conservatory added a new dimension to 
my relationship with dizi and musicking. My relationship with Professor Zhan Yongming 
was close, and I felt privileged because of his generosity towards me, including invitations to 
social gatherings and various gifts. These actions made me feel like I was valued in their 
studio class family, and taking the precious gifted instruments home and picking them up to 
play or perform constantly reminded me of my time there. I was initially shocked to hear that 
contemporary Chinese music resembled so many Western idioms; however, it made me 
reflect upon how easily this dizi repertoire could co-exist with contemporary Western flute 
repertoire, and how they shared many extended techniques. Like my teachers in Australia, I 
found myself making judgements about some of the contemporary pieces, preferring the 
traditional music styles – possibly in part because I found the technical demands of playing 
chromatic music on dizi too challenging and complex – it involves covering only portions of 
the finger holes and using unusual fingerings. I felt I would rather play chromatic music on 
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the Western flute because the mechanism was better designed to facilitate the chromatic 
scale. Observing Dong Qiuming when he visited Shanghai, seeing him fluently adapt from 
his soft-spoken English-speaking self to a masterly, celebrated dizi performer, a colleague of 
Professor Zhan, led me to reflect upon how privileged I was to have him as one of my 
teachers in Australia, and how unique my situation was as a dizi student outside of China. I 
was grateful to be able to learn to communicate more in Chinese and thus be able to 
understand both Professor Zhan’s and Dong Qiuming’s musical backgrounds, travel to 
Hangzhou, and meet the dizi students from the Shanghai Conservatory, as well as the 
international students in the dormitory – intercultural diversity existed in every corner of my 
musical experience in Shanghai. 
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Chapter 5: Expanding my practice 
This chapter focuses on my experiences of intercultural musicking in Sydney. By describing 
the variety of performance projects I am currently working on, I illustrate how my practice 
has developed during the course of my research. This leads to a discussion of how, through 
my experience learning dizi, I gained greater awareness of the way I learn music and the 
ways in which I choose to teach music (both flute and dizi) in Australia. 
New performance opportunities 
A benefit of becoming proficient at learning the dizi repertoire as a classical flute player was 
the increased performance (and other work) opportunities that I received, and could create for 
myself, as an intercultural musician working in Sydney. The competitive nature of auditions 
and precarious availability of jobs in professional orchestras was a great source of stress 
amongst myself and friends facing similar dilemmas, especially when we were leaving 
undergraduate study (Vaugeois 2007, Cottrell 2004). 
In Figure 21 below, I catalogue the past two years of freelance music jobs in which I was 
employed or asked to perform because of my Chinese music and dizi performance skills: 
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Perf 
ID 
Date Location Type  Other 
Performers/Parties 
involved  
My involvement 
P1a 13/05/16 Sydney 
Conservatorium 
of Music 
Public 
performance, 
teaching 
Sydney 
Conservatorium of 
Music Chinese 
Music Ensemble 
(CME) 
Solo, small 
chamber works, 
and full ensemble 
pieces 
P1b 17/05/16 
P1c 31/05/16 
P1d 07/10/16 
P1e 28/04/17 
P1f 11/05/17 
P1g 02/06/17 
P1h 25/10/17 
P2 29/03/16 Sydney 
Conservatorium 
of Music 
Musicology 
Symposium 
Presence through 
Sound: Place and 
contemporary 
music in and from 
East Asia. Day 1 
evening concert. 
Solo 
P3 14/10/16 Sydney 
Conservatorium 
of Music 
Recording 
session 
CME Ensemble 
P4a 17/09/16 Sydney 
Conservatorium 
of Music 
Music 
festival 
Sydney Sacred 
Music Festival – 
CME and Gamelan 
Ensemble 
Solo, chamber 
works, and full 
ensemble 
P4b 17/09/17 Sydney Sacred 
Music Festival – 
CME and Gamelan 
Ensemble 
Solo and full 
ensemble 
P5a 28/09/16 Sydney 
Conservatorium 
of Music 
Masters 
recital 
Pianist  Solo and chamber 
– dizi and 
Western flute 
P5b 13/11/16 String Quartet, 
pianist, CME small 
ensemble 
P6 23/08/17 Sydney 
Conservatorium 
of Music 
Library 
exhibition 
launch 
Guzheng and pipa 
solo performances 
Solo 
P7 21-
24/09/17 
Sydney 
Conservatorium 
of Music 
Public 
performance  
Confucius Institute 
Annual Concert; 
Solo pipa guest 
artist (Wu Man); 
Solo guzheng guest 
artist (Bai Yang); 
SCM student 
musicians 
Music manager 
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P8a 03/05/16 University of 
Sydney 
(Camperdown 
campus) 
Public 
performance 
CME Solo, chamber 
P8b 08/10/17 Australian 
National 
University 
Chamber 
P9 02/05/16 Studio 301, 
Surry Hills, 
Sydney 
Commercial 
recording 
Abbots Bakery 
Bread 
Solo with 
electronic 
backing track 
P10 24/02/17 St Stephen’s 
Church, Sydney 
Composition 
premiere, 
public 
performance. 
Composition 
premiere: dizi, pipa 
and string quartet; 
Second half of 
concert: ‘Voces 
Caelestium’ 
orchestra and choir 
Chamber, 
Orchestral – dizi 
and Western flute 
P11 08/05/17 Fox Studios, 
Sydney 
Movie 
production 
Ninjago Lego 
movie, featuring 
Jackie Chan 
Props, standby 
dizi mime coach 
P12 16/07/17 Lane Cove 
Music and 
Culture Centre, 
Sydney 
Educational 
presentation 
and 
workshop 
Flute Connections 
summer school 
students 
Workshop 
presenter, 
including solo 
performance 
Figure 21: Table of intercultural performance experiences 2016-2017 
Performing in these different environments enabled me to take advantage of musical 
knowledge gained from working in both Chinese and classical music contexts.  
For example, when I was employed to record music for the backing track of a TV 
commercial (see Figure 21 above [P9]), they expected me to improvise Chinese-sounding 
traditional melodies for them in the studio, first slow, then fast. They didn’t want me play the 
exact notes of a traditional tune, in order to avoid copyright infringement. They also required 
me to follow a click track, and match an accelerando to the pace of the click-track, which I 
was able to do because of my experience playing with a metronome for so long in my 
classical flute practice. Traditional Chinese melodies, by contrast, often involve significant 
rubato and are rarely played metronomically. They assumed I would be able to play the 
melody in many different keys, without realising that, unlike on classical flute, playing in 
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different keys required swapping between different sizes of dizi. After I explained the 
differences between dizi and classical flute, they were happy to insert breaks into the 
recording session where I could switch instruments and we proceeded to record the track in a 
couple of hours. 
In many of these performance situations, I drew creatively upon my knowledge gained from 
both classical and Chinese music education in order to meet the requirements of an employer. 
My growing experience using the Chinese social media platform WeChat over the past two 
years helped me to communicate efficiently with Chinese musicians or students, who prefer 
to use WeChat over other social media platforms. For example, when I was employed as 
music manager for Chinese guzheng 古筝 soloist Bai Yang (Figure 21 [P7]), I was able to 
solve a technical difficulty when all the scores sent online were unreadable by email servers 
in Australia. Where it would seem standard in a classical musical context to provide either 
a .pdf copy or hard copy of the score as a backup, the only scores the Chinese soloist carried 
with her to Australia were displayed as photos on WeChat. Through my experience of 
receiving music in Professor Zhan Yongming’s classroom in Shanghai, I remembered that it 
was possible to print scores off WeChat, and was promptly able to alleviate the situation 
through getting her to forward the scores to my WeChat account, already set up on my phone. 
v 
I love the freedom that comes with not feeling restricted by the label of ‘classical flautist’. 
Two years ago, I commissioned composer, pianist and classmate Pavle Cajic to write a new 
piece for dizi and pipa with string quartet.5 Lulu Liu (the pipa tutor of Chinese Music 
                                                
5 The pipa is a pear-shaped, four-stringed Chinese lute. It has a pre-twentieth-century body of repertoire passed 
down through oral tradition, including accompaniment for narrative singing, regional chamber music and solo 
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Ensemble) and I spent a few sessions in 2015 teaching him the characteristics of traditional 
Chinese ornamentation and the timbral qualities and performance techniques of our 
instruments, including their limitations. By late 2016, the piece, titled ‘Gateway to Paradise’ 
was written and we workshopped the parts with him, making some changes to aid playability 
and getting to know the piece. It had been written in New Zealand, inspired by the landscape, 
and the title was a reference to a New Zealand location of the same name; New Zealand bird 
calls worked their way in, and were infused with Romantic and Chinese tonal characteristics. 
We premiered the first movement in February this year at a charity concert in St Stephen’s 
church in Sydney CBD to great success. 
This year, Pavle Cajic also wrote me a new flute-and-piano Ballade, which he told me is 
inspired by the Ballades of Chopin, and includes moments of dizi-inspired ornamentation 
adding flavour in the climactic section of the work. It is exciting and artistically fulfilling to 
be part of the process of imagining, creating and presenting these new hybrid works in 
Australia. 
v 
  
                                                                                                                                                  
traditions. The pipa’s modern repertoire, building on the traditional repertoire, dates from the early 1950s, 
similar to the other Chinese instruments. (Myers 2001) 
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Figure 22: Gateway to Paradise rehearsal (left to right): string quartet, composer Pavle Cajic and Lulu 
Liu (pipa) 
Musical collaborations such as the one described above (Figure 21 [P10]) enabled me to fulfil 
my own new creative projects as a soloist. It was fulfilling to learn that I could use my 
performance skills in creative ways to be valued as a soloist in my own right, outside of 
freelance orchestral work. Through bringing together Chinese and Western instrumentalists 
and commissioning new compositions, we presented a unique concert experience for 
Australian audiences. For the recital component of this dissertation, I chose a selection of 
pieces showcasing solo and chamber works from the flute and dizi canon to demonstrate the 
two types of repertoire as parallel music practices. The seventy-minute recital (Figure 21 
[P5b]) was in two halves, the second half including the Australian premiere of a composition 
by my Shanghai dizi teacher [M10] Professor Zhan Yongming, discussed in Chapter 4. 
My experience performing flute and dizi in Australia has reinforced to me that I can utilise all 
my skills for ‘strategic eclecticism’ (Slobin 2007, 115), to use Slobin’s term, so that I can 
fulfil my own artistic goals, celebrate the diversity in our society, and serve my local and 
global community. As Slobin observes: 
As musicians bundle parameters into performances, they fuse units from different 
sources through code-switching and other approaches which signal mastery of sources 
and skill at unspooling time in strings of diversity. They might also jam together 
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variables from many resource pools simultaneously […] Grouping musical variables 
can go beyond genre-bending. Sometimes the sound bundles suggest timeframes, 
moving listeners in and out of style periods. This makes eclecticism powerful. 
Clashing or sequential chronotypes take audiences on a kind of time-travel that has 
deep cultural and historical implications. (Slobin 2007, 115) 
Performing in these various contexts for intercultural music practice has required me to draw 
upon, and also helped me to develop, a flexible range of skills that utilise my total 
knowledge: the totality of my instrumental skills and communication skills. In the following 
section, I tease apart different strands of these changes in my music learning, contributing to 
examples in the literature on musical and behavioural ‘code-switching’, to use Slobin’s term 
(derived from linguistics). 
Challenges of intercultural music practice 
My capacity to learn music aurally developed over repeated practice at learning through aural 
and visual imitation in my dizi lessons. When I hear music played by a Western flute, I can 
identify all the pitches aurally, and moreover, my fingers respond to the sound by producing 
the corresponding fingering pattern in my imagination. In my first month of playing dizi, 
these aural skills were challenged, because the tone colour of the dizi is different to the flute, 
and furthermore, the different dizi each have slightly different tone colours. The fact that the 
dizi is slightly out of tune when compared to the Western flute added to this problem. In 
addition, because dizi exist in a variety of keys, there isn’t a one-to-one correspondence 
between a particular fingering and the pitch that it produces (for example, it was confusing to 
hear a G when my fingers were in the C position for the Western flute). However, over time, 
just as I adapted to adjusting the intonation of the flute on certain notes by varying air speed 
and angle, I adapted to hearing different pitches for dizi of different sizes and keys, and (as 
explained in Chapter 2) also learned how to refine the pitch to the desired intonation as 
required for the key. 
 61 
As a consequence of learning more aurally, my musical memory capacity improved over 
time, so that to learn pieces I came to rely more on recordings of my teacher, and used the 
music score mainly as a memory aid. I learned the solo dizi repertoire predominantly from 
the conservatory tradition, watching my teachers and younger dizi players learn quickly and 
easily through imitation (at the Hangzhou camp, discussed in Chapter 3), and seeing 
traditional Chinese music ensembles play canons of music from memory. Learning dizi in 
this way further dissipated my anxieties about memorising music in the Western music 
context I had grown up with. My experiences observing and watching my teachers and other 
dizi players perform from memory led me to trust my capacity to absorb and learn new 
musical styles. Repeated experiences of performing pieces by memory in my dizi lessons 
meant that it was a natural step to transfer this memorisation skill back into a Western 
performance context. 
Physical ergonomics 
Learning how to change between differently-sized dizi across pieces presented me with a 
distinct physical challenge. In my private practice, I often blurred the spatial dimensions of 
different flutes, and unconsciously brought up the flute to the wrong position on my mouth 
after having played a different flute in another key the previous day. I began to encounter 
pain in my wrists and fingers if I didn’t pay attention to what position my fingers were in and 
absent-mindedly used a classical flute grip on the dizi, or vice versa. Since I observed that 
Dong Qiuming and Dr. Chai Changning tended to carry their dizi habits into their classical 
flute playing, I was determined to discover how I could move between instruments without 
blurring the physical habits associated with them. I decided to begin weekly classes in 
Alexander Technique in February 2015. This involved a mixture of anatomy study, body-
mapping activities and personalised movement coaching. The Alexander Technique is a 
methodology which aids people in replacing unnecessary physical or mental tension in 
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movement activities with consciously coordinated responses (Madden 2014). It is useful to 
performing artists in teaching them to cooperate with their physical design to better serve 
their artistic goals (Alcantara 2013, Madden 2014). 
v 
Notes from my own practice 21/9/2016 
Greg [Alexander Technique teacher] reminded me today that it is unhelpful to rely on 
feelings – only think about actions… think of a detailed movement plan, act differently, feel 
differently, then observe the results. Last week I was coached in refining my physical habits 
so I could efficiently coordinate in relation to each instrument. He asked me to map the 
length of the tube as well as the position of the blow hole before I brought the dizi up to play. 
Since that lesson, it has become easier to move my hands to match the different spatial 
relations between the finger holes, and I am starting to notice the weight and feeling of the 
texture of the tube; the denseness of the flute’s metal feels heavy after experiencing the 
lightness of the dizi’s bamboo. This contrasts with my previous habit of forcing myself into 
the ‘general flute position’ and hoping it will work out. 
Today when I practised, I reminded myself, ‘stopping is always an option – learning occurs 
during the rests!’ If I give up the idea of what I think I should be doing, I am left with options 
– to choose what I really want to be doing. If I encounter some strain playing a part, I ask 
myself, ‘Why has my neck tightened and my head pulled back and down, and why is my hand 
gripping so tightly? What if I ask my head to move this way so that my arms can move 
through all their joints, so that my hands can move in the shape of the tube and support it 
from underneath, so that I can move my fingers in this particular order...’ When I ask myself 
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to play in this way, the end goal I am trying to achieve feels like it happens without effort, 
and the music I have in my mind effortlessly flows. 
v 
The process of assimilating information about my own body-mapping while alternating 
between flutes has occurred over a long period of time in my private practice, assisted by 
feedback from my Alexander Technique teachers. It required a certain level of self-awareness 
about what I was doing every time I practiced. The alternation between different dizi 
heightened my sense of my own physical size and dimensions, as well as those of both 
Western classical flute and dizi.6 With dizi, there was a significant difference in size when 
changing from the larger qudi to the smaller bangdi, often with a short transition time in 
between, as some pieces required changing to a different key for particular sections. 
Alexander Technique coaching was of great service in helping me to learn how to play and 
perform more efficiently, whilst enabling me to fulfil my musical intentions. 
With this heightened awareness, I have gained a special appreciation of each of the different 
flutes, and especially of the different tone colours that can be created with each instrument. 
For example, I feel that I grew more confident in expressing strong characters in the music, 
especially in Northern-style pieces, played on the high-pitched bangdi. I was used to playing 
in a style that was light, gentle and smooth, or ‘feminine’ in character, from my history with 
Western flute. In contrast, characteristics of Northern-style pieces included highly ornamental 
cadences deliberately elaborated upon in performance and not explicitly written out in the 
score – sudden crescendos and swells, large leaps and gradual accelerandos spinning into 
dizzy climaxes. 
                                                
6 Flute players are expected to be able to play both flute and piccolo; however, piccolo players often become 
specialists in their own right, since the piccolo requires a set of fine motor skills associated with its small size 
and because of the varying intonation across its registers. 
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In Chapter 2, I discussed how I was often teased for using my ‘Western flute sound’ on the 
dizi while learning the Northern-style piece ‘Xi Xiang Feng’. Dr. Chai Changning injected 
new characters and imaginative stories into my musical imagination, challenging my musical 
‘habits’ – in those days, I wouldn’t habitually improvise over a cadence, or swerve between 
dynamic levels, if it wasn’t written in the music! He wanted me to imagine strong, heavy-set 
men in the military, and the harsh conditions of long, dry winters in Northern China, to move 
me away from my ‘too gentle, too nice’ nature (in his words, ‘too Southern-style!’). I enjoyed 
learning these details, which I felt imbued my mind with the necessary imagery to play the 
music well. Playing the Northern-dizi-style pieces in performance gave me feelings of 
strength and power. It also required me to become stronger and more powerful in my 
thinking and physicality. Experiencing the visceral quality of playing powerful characters led 
me to want to bring more power into my Western flute playing, albeit in ways that are 
appropriate to the idiom. 
Communication skills 
The Mandarin language skills and immersive language experiences I gained in China through 
learning dizi enabled me to contribute to, participate in, and communicate clearly with a 
wider network of people in Sydney. It has been well-established that musicians use code-
switching to navigate expectations and norms of multiple cultural groups (Stanley 2016, 
Cottrell 2004). While learning dizi, I began to expand my vocabulary (and musical terms) in 
Mandarin, simply by observing my teachers’ bilingual communication in lessons. They 
would often switch from English to Mandarin without warning because either they didn’t 
possess the language capacity to translate it, or there might not have been an equivalent 
translation in English (Shen 2014). This had an effect on the way I interacted with Chinese-
speakers in Australia; I noticed myself becoming more confident in using my new language 
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skills, and using Chinese words in English where possible. Before I studied dizi, I would have 
felt shy and unsure of what to say. 
My behavioural choices fluidly change just as my ‘musicking’ context changes during the 
day; I travel from my home (where we pepper our mainly English conversations with an odd 
mixture of Cantonese and Hakka words), to talk to my classical music friends (where we 
have ongoing jokes which play on multiple languages) and speak with my dizi students or 
teachers (where both parties will speak a mixture of English and Mandarin during lesson 
time). 
I found that social media technology was also a great facilitator in cultural interaction that 
continues to affect my learning of dizi to this day. In Chapter 4, I discussed the benefits I 
gained in Shanghai from using instant online translation, and the learning resources WeChat 
provided, from video recordings to scores. WeChat, more so than Facebook, promotes the 
sharing of audio-visual content through videos or photos, not necessarily including text, with 
each post. WeChat has proven to be an invaluable resource facilitating ongoing 
communication with my dizi teachers and friends I met at the Shanghai Conservatory. 
Following their performance activities online (as I would follow the work of classical 
musicians on YouTube or Facebook) continues to influence and shape my understanding of 
Chinese music. 
Changes in my teaching practice 
My experiences learning dizi reinforced to me that there are alternatives to the Western 
model of one-to-one instrumental tuition. This, in combination with my past history of flute 
study, as well as the psychosomatic awareness I gained studying the Alexander Technique, 
has had a deep impact on the ways I choose to teach both classical flute and dizi in Australia. 
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In August 2016, I began to tutor the Sydney Conservatorium of Music’s newly established 
Chinese Music Ensemble, taking over my teacher (Dr. Chai Changning)’s role and teaching 
group classes once a week for hour-long tutorials. I also attended the weekly tutti rehearsals 
and performed in the concerts (as a student and tutor), as listed in Figure 21 [P1, P3, P4, P5, 
P8]. In the following section I share my teaching plan for the group dizi class in Chinese 
Music Ensemble, then elaborate upon why I tend to teach this way. 
v 
Lesson Plan: 
1. Group warm-up: Continued check-up on basics. Link scale degrees to fingerings 
2. Teach scale exercise in 3 forms – tongued, slurred, trilled. I play first, group copies 
3. Singing of Zizhu Diao together in solfege 
4. Individual lesson time. Students to practice Zizhu Diao while waiting for their turn 
Notes:7 Molly has finally begun to make sounds during the warm-up. She is slowly learning 
how to read music, and is good at copying my fingers. Rumi’s fingers are moving more as 
well, though they are shaking and his grip is too firm. Laura has trouble reading rhythm, so I 
will include more singing next week. She also sent me a song on WeChat that she wants to 
learn, where the intro is written for qudi. Dylan is doing very well with good sound and 
technique, so I have given him a new piece to work on in his individual time, plus extra trill 
warm-ups. I also explained to him how my teachers in Shanghai taught me the process 
behind circular breathing, as he had mentioned that he was curious about how didgeridoo 
players had such excellent breath control. 
                                                
7 Names have been changed for anonymity. 
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On the administrative side of things, we have set up a dizi WhatsApp group where I can post 
videos of their warm-up and pieces for the semester, and they can post their questions during 
the week. I will upload four videos this week (warm-up, 2 pieces, extra ornamentation study). 
v 
My experience has reinforced to me that there are many benefits to a personalised curriculum 
for each individual. Engaging with the student’s personal desire to learn to play music is 
fundamental to creating an appropriate framework within which to structure their lessons. For 
example, at her request, I have transcribed Indian ragas for one of my adult beginner classical 
flute students, and taught Chinese pop songs transcribed for dizi to international Chinese 
student Alison. By encouraging students to experience music in various settings, sharing 
stories and teaching pieces that I learned on dizi, I hope my students can become more 
conscious of the open-endedness and transferability of skills acquired through learning 
music. By reinforcing the exploratory and creative aspects of music learning through paying 
attention to their current musical interests and building upon them in class, as well as utilising 
social media to share resources and encourage their musical curiosity beyond the classroom, I 
hope to emphasise to students that learning music can take on the emotionally and culturally 
significant dimensions that learning dizi offered to me. For example, deciding to set up a 
WhatsApp group conversation for the dizi students meant that both the Chinese and non-
Chinese students had fun figuring out how to use, and then interact with the new platform, as 
opposed to using the most popular apps which were already downloaded on their phone 
(Facebook or WeChat).8 
                                                
8 From my personal experience, Chinese students don’t use Facebook because of government firewalls blocking 
the website, and non-Chinese rarely use WeChat, so starting a non-biased online space was important to me as a 
teacher in establishing safe conditions for everyone to communicate online. 
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My experience learning dizi also reinforced the importance of aural learning, with a maximal 
use of demonstrating and student-teacher modelling as opposed to long verbal explanations, 
especially for beginners. This is not a unique finding; the significance of aural learning, 
imitation and group learning has already been emphasised in some music pedagogical 
methods, such as the Suzuki method (Mehl 2009). In the above group lesson plan, where 
everyone has different levels of technical and note-reading abilities, I began with group 
warm-ups by playing pentatonic scales in thirds, which everyone will play with me in unison. 
We are arranged in a circle and I use my dizi to conduct my students, just like Professor Zhan 
Yongming taught at his dizi camp in Hangzhou. The more successfully I invite students to 
engage with all their senses during and outside of the lesson (by watching and playing with 
other competent students or professional players), the more likely they are to internalise the 
sounds, notes and rhythms that they want to learn. I also try to spend a portion of lesson time 
focusing on aural skills through singing melodies in solfege without the dizi, which will help 
them to improve later on when their technical skill catches up.  
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Chapter 6: Conclusion 
After my recital I felt a mixture of joy, elation, relief, and sudden exhaustion. Several voices 
in me chorused; my musician-self was hypercritical, recounting all the moments that were 
less than perfect – how I felt the music stand was bothering me in the Franck Sonata, with all 
the inconvenient page turns, and how I wish I had decided to be free of it (next time!); how 
my dimo accidently punctured, resulting in a softer sound in my Northern-style bangdi piece; 
how my fingers felt like stiff blocks when changing to the qudi in C and struggling to play 
with a free, easy tone on the lower notes; how exhausted I felt by the time it came to the final 
piece, taking time to stretch my finger muscles offstage after each piece; how I forgot to 
arrange the flowers that I wanted to frame the ensemble at the side of the stage. The 
observations move from these general ones to more specific points which are too many for 
this conclusion – they are fodder for my next performance. Adding to that voice, there was 
the researcher in me, who worried about the details similarly; I wondered if I had embodied 
the things I wrote about, if my descriptions matched up to the performance, the stories to the 
music. 
My inner self, on the other hand, was jumping for joy at having fulfilled my artistic goals for 
this recital. Three years ago when I began learning dizi, I had a vision of including a dizi 
piece in my final recital at the Sydney Conservatorium of Music. But I would never have 
imagined the route it would take me on – so many new friends, teachers, acquaintances, and 
audiences – many of whom were able to be present with me on the final performance day. 
All of me has moved on; I am already planning my next activities, performances, recordings, 
lessons, and places to go this year, just as I am spending time polishing the final drafts of this 
dissertation. The words, writing and editing are challenging because they deal with my past 
 70 
selves; looking back at what I have written, I notice how the memories fade and renew 
themselves, but I am glad that I kept a record of these trials and tribulations. It is much easier 
to look forward, and with Chinese New Year coming up, I am looking forward to performing 
flute and dizi at a community art gallery where I was asked to play for their opening night 
that falls on the eve of Chinese New Year. Similarly, I am looking forward to reworking the 
Franck Sonata for a video recording for the ABC Young Performers Award. 
My performance background as a flautist has advantaged me as a performance researcher 
because I already possessed many of the physical skills necessary to play dizi. I observed 
how I learned to adapt these skills as I began to think about and become highly sensitive to 
actions such as the use of my fingers and the use of air speed, in service of learning to 
perform elements of Chinese musical style. As a result, I noticed my aural perception and 
memory sharpen as I exercised these skills, a learning process which unfolded through time 
and practice, and included the transformative experiences of performing, learning, practicing 
and teaching dizi. These experiences affected the way I played the Western flute. It was a 
significant challenge for me to overcome the mental and physical difficulties of switching 
back and forth between the different types of dizi and the Western flute, an issue analysed in 
Chapter 5. 
This investigation into the physical and mental habits of playing has led me to become 
fascinated in the unity of the mind-body relationship, particularly through undertaking 
ongoing lessons in the Alexander Technique which I began in 2015 while studying dizi. 
Using the Alexander Technique has been of significant benefit to my performative research 
process in helping me to uncover, change, and describe the performing habits inherited from 
my Western flute education, and my habitual patterns of movement and tension which were a 
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barrier to moving between plural musical styles.9 This awareness has positively contributed 
to my readiness for future performing and music teaching opportunities, which have now 
broadened to many different contexts. 
It has been rewarding to learn dizi not only because of the musical and cultural knowledge it 
has given me but also because of the people it connected me to, and, after returning back 
from fieldwork in China, the creative collaborations it led to when I came back to my flute 
practice. As has been documented with the new collaborations discussed in Chapter 5, I have 
felt compelled to mix the two flute practices. Australian composer and performer Nicholas 
Ng’s experience echoes some of my personal sentiments in connecting with Chinese culture 
when he decided to learn erhu 二胡 as a young adult. He describes how he created his own 
type of ‘happy hybridity’, through the combination of his learning of Chinese music with his 
knowledge of classical music and Western musical education: 
Playing what is regarded as a Chinese popular [instrument] helped me claim 
ownership of a home culture I never knew and afforded me a certain level of 
Chineseness […] In the years to follow, I went from wanting to play ‘authentic’ 
Chinese music to associating with active and willing participants of my home culture. 
(Ng 2012, 93) 
My practice is as much about self-discovery as it is about music […] While the path 
towards refinement of style is as yet winding, narrow and long, I am content to have 
found my current voice, my sound, my own particular noise. (Ng 2012, 107) 
Similar to Ng’s experience, my ongoing weekly interactions and performance work learning 
and teaching dizi have been personally and musically rewarding, adding to my growth and 
developing my individual ‘sound’ as a musician. In Chapters 3 and 4, I have spoken about 
how my understanding of the dizi repertoire deepened through fieldwork and practice. The 
                                                
9 For a detailed explanation on how Alexander Technique is a helpful tool in examining how the body learns, 
see Jenn Tarr’s ‘Habit and conscious control, Ethnography and embodiment in the Alexander Technique’. (Tarr 
2008) 
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idea of intercultural musicking is manifested constantly as I negotiate and re-negotiate these 
relationships between place and music; learning dizi as a flute player, learning about Chinese 
language and culture coming from my Singaporean-Malaysian-Australian perspective, and 
being part of new performances at the Sydney Conservatorium through new collaborations, 
as discussed in Chapter 5. It is interesting to observe how, through my journey of musicking, 
I have gained more knowledge and experience of Chinese culture (the language, geography 
and social knowledge) than my parents have had the opportunity to.  
Returning full circle, I recall Small’s verb ‘musicking’ as a transformative activity for 
humans which can maintain and shape their own cultural identity, especially pertinent in our 
increasingly global world. 
In musicking, we are exploring, affirming and celebrating who we are in relation to 
the fellow humans and to the world (Small 1987, 56, 1999, 9, 2011, xiii). This means 
that musicking can be seen as educative process in the sense that those who ‘music’ 
learn new things of themselves and of the contexts in which they ‘music’. (Vakeva 
2014, 163) 
My account has attempted to provide a case study which embraces the integrated wholeness 
of musicking in its effects on the person, demonstrating the relationships between the people, 
places and cultures through which I have moved. Future research directions may delve into 
the development of intercultural music practice over a longer period of time, and from a 
range of different perspectives. 
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Appendix A: Piece references 
Timecode for recital program pieces 
Music ID Composer Piece Timecode 
M1 Wolfgang 
Amadeus Mozart 
Quartet in D Major, K. 
285 
I. Allegro 
00’46 
M2 II. Adagio 06’22 
M3 III. Rondo 08’55 
M4 Cesar Franck Sonata 
I. Allegro ben moderato 
13’58 
M5 II. Allegro 20’28 
M6 III. Recitativo-Fantasia 28’20 
M7 IV. Allegretto poco mosso 35’15 
M8 Feng Zicun 
冯子存 
Xi Xiang Feng (欢乐团圆 
Happy Reunion) 
41’47 
M9 Jiang Xianwei 
江先渭 
Gu Xu Xing (姑苏行 
Journey to Suzhou) 
45’27 
M10 Zhan Yongming 
詹永明 
Xihu Chunxiao (西湖春晓 
Spring Dawn on West 
Lake) 
51’45 
M11 Traditional, Tony 
Wheeler (arr.) 
Huan Le Ge (欢乐歌 
Song of Joy) 
58’32 
 
Pieces discussed in thesis 
Music ID Composer Title Chapter 
M8 Feng Zicun 冯子存 Xi Xiang Feng (欢乐团圆 
Happy Reunion) 
3 
M9 Jiang Xianwei 江先渭 Gu Su Xing (姑苏行 Journey to 
Suzhou) 
3 
M10 Zhan Yongming 詹永
明 
Xihu Chunxiao (西湖春晓
Spring Dawn on West Lake) 
4 
M12 Liu Xijin 刘锡津 and 
Huo Dianxing 霍殿兴 
Chun Chao (春潮 Spring 
Tides) 
4 
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Appendix B: Glossary 
Pinyin (Romanised 
orthography) 
Chinese 
Character 
English Translation/Explanation 
Bai Yang 白洋 Beijing-based guzheng performer 
bangdi 梆笛 dizi associated with Northern styles 
bei 北 northern 
Chai Changning 柴长宁 dizi teacher and performer, Northern-style specialist 
chan yin 颤音 trill  
da yin 打音 play principal note followed by the note below then 
back to principal note. 
die yin 叠音 similar to a Western mordent but executed faster 
dimo 笛膜 thin reed covering hole on dizi allowing production of 
reedy sound 
Ding Xiaoming 丁小明 dizi/panflute maker 
dizi 笛子 main type of Chinese transverse flute 
erhu 二胡 traditional Chinese two-stringed bowed fiddle 
Er’rentai 二人台 opera in Shanxi Province and Inner Mongolia 
gongche 工尺谱 old style of notation preceding cipher notation 
guqin 古琴 Chinese seven-stringed plucked zither 
guzheng 古筝 Chinese plucked zither 
guoyue 国乐 National Music movement beginning in the 1940s 
jianpu 科学化 cipher notation 
li yin 历音 sliding, glissando 
Lu Chunling 陆春龄 grand master of Southern style, composer 
nan  南 southern 
pai xiao 排箫 pan flute  
pipa 琵琶 four-stringed pear-shaped plucked lute 
qi 气 air, energy 
qudi 曲笛 dizi in D, C 
Shi Lei 石磊 dizi teacher from Sichuan Conservatory 
WeChat 微信 popular Chinese social media application 
Wu Man 吴蛮 American-based pipa performer 
xiao 萧 vertical bamboo flute  
yangqin 扬琴 Chinese hammered dulcimer 
zengyin 赠音 grace note, or ‘gift note’ at the beginning or end of 
note 
Zhan Yong Ming 詹永明 Professor of dizi at the Shanghai Conservatory 
Zhou Keqi  周可奇 Professor of dizi at the Wuhan Conservatory 
ziyoude 自由地 freely 
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Appendix C: Recital program 
 
